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ABSTRACT
This dissertation examines the use of visual media as a means of resistance to 
oppressive political narratives in five Mexican works from the twentieth and twenty-first 
centuries. Included are two novels: Nellie Campobello’s Cartucho: Relatos de la lucha en 
el Norte de México (1931), on the Mexican Revolution, and Elena Poniatowska’s La 
noche de Tlatelolco (1971), about the 1968 Mexican student movement and the October 2 
massacre. I also analyze three projects, both visual and discursive, related to the 2014 
forced disappearance of 43 students of the Ayotzinapa Teacher’s College in Guerrero, 
Mexico. The three historical moments the five texts explore are marked by particular 
trends in visual representation as well as by official narratives that manipulate or 
misrepresent history for political purposes. 
I analyze Cartucho and La noche de Tlatelolco with regard to their distinctive 
structures using theories on photography and cinematography, which help to describe the 
narrative dimensions of the works. The photography theory is primarily drawn from the 
work of Walter Benjamin, Susan Sontag, and Roland Barthes, while the cinematographic 
theory is drawn from Sergei Eisenstein’s work on intellectual montage. I argue that 
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Cartucho functions as a textual “album,” in which each brief text (relato) presents a 
snapshot of a participant or moment during the Mexican Revolution related to the Villista 
forces. Campobello’s work responds to the commercial and political uses of photographic 
images of the time (1916-1920) and was written with the goal of refuting the “black 
legend,” which characterized the Villistas as criminals. Concerning La noche de 
Tlatelolco, I analyze the way in which early editions of the book incorporated images of 
1968, and argue that the text is best understood as an intellectual montage, which 
communicates through interactions between the fragmentary and contradictory texts that 
comprise the book. I analyze the three Ayotzinapa projects, a museum exhibit, an online 
platform, and the Antimonumento +43, by considering how an audience must interact 
with each; my goal is to understand the discourse these works generate regarding the 
Ayotzinapa case, and I explore the problems of historicization and memorialization in 
relation to ongoing Ayotzinapa activism.
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INTRODUCTION
This dissertation began with a pair of related philosophical questions drawn from 
Walter Benjamin’s work on visual culture: What and how do photographic images 
communicate? Benjamin’s concern regarding the communicative properties of 
photographs, as well as film, was fundamentally related to the developing political 
context of his moment, specifically the rise of Fascism in Europe. His essays on these 
media, including “Little History of Photography” and “The Work of Art in the Age of 
Mechanical Reproduction,” note that the trend towards prioritizing visual aesthetics in 
photography and film interrupts the ability of these images to communicate ideas of 
substance. Furthermore, this trend facilitates Fascism’s use of photography and film as 
propagandistic tools, making war and violence visually appealing and thus palatable to an 
audience. Benjamin’s response to this problem was to urge for “constructive” and 
“politicized” art, and in the case of photography, he considered it necessary that text and 
image be integrated together to produce a communicative work. 
The possibility that art with both visual and textual components could be used to 
question or oppose repressive political narratives is, of course, not limited to the context 
of European Fascism. In this dissertation, I discuss various examples of works that utilize 
an intermedia approach to produce political counter-narratives at three different moments 
during the 20th and 21st centuries in Mexico. Specifically, I examine Nellie 
Campobello’s Cartucho: Relatos de la lucha en el Norte de México (1931), Elena 
Poniatowska’s La noche de Tlatelolco: Testimonios de historia oral (1971) and three 
visual, discursive projects related to the 2014 mass disappearance of 43 students in 
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Guerrero, Mexico (also referred to as the “Ayotzinapa case”). My project is an effort to 
study the specific ways in which each work integrates tools of visual culture with the goal 
of both articulating their own narratives as well as contradicting “official” narratives 
originating from the Mexican State.  During the three relevant historical periods—the 1
Mexican Revolution (1910-1921), the 1968 student movement and Tlatelolco massacre 
of October 2, 1968, and the contemporary “Ayotzinapa case”—the State narratives were 
efforts to consolidate political power, maintain control over national image, and limit 
possibilities of popular resistance to State-facilitated violence. While my dissertation by 
necessity incorporates discussion of historical context, it is by no means an attempt to 
construct a history of resistance to State narratives in Mexico over the last century; rather, 
my objective is to analyze how these five intermedia works function within themselves, 
in an effort to answer the questions of what and how they communicate. 
My initial theoretical framework was built on Benjamin’s “Little History of 
Photography” (1931), along with Susan Sontag’s On Photography (1977), and Roland 
Barthes’ Camera Lucida (1980), all of which offer tools for understanding the 
philosophical ideas embedded in the practice of photography, the ontological nature of 
photographs, and the response of an audience to a photographic image. The second 
chapter of my dissertation also draws upon theory regarding the narrative possibilities of 
film. Specifically, I make use of Sergei Eisenstein’s concept of intellectual montage, 
explored in the essays collected in Film Form (1949); this concept permits analysis of 
 I have chosen to capitalize “State” in this dissertation when I employ the word in reference to 1
the political imaginary of a nation’s governing body; uncapitalized, “state” may refer to one of the 
31 Mexican territories classified as states, or any of the other meanings of the word. 
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how a fragmentary narrative’s sequential structure produces additional levels of 
significance. The third chapter of my dissertation considers certain performative aspects 
of visual culture, as the three projects I discuss rely on an interactive relationship between 
the audience and the work to communicate. Central to discussion of these three projects 
is the spatial dimension in which they intervene—respectively, a museographic 
installation, an Internet platform, and street art (both the sense of graffiti, as well as 
publicly accessible monuments in urban spaces). My methodology for the entire 
dissertation—but especially the final chapter—is interdisciplinary, incorporating tools of 
literary analysis, visual theory, performance studies, and urban studies. 
The works I study in this dissertation can be divided into two categories: 
primarily textual works (books) which make use of visual media, and primarily visual 
works that create specific discourses through their presentation. The two books are Nellie 
Campobello’s Cartucho, and Elena Poniatowska’s La noche de Tlatelolco. In my reading 
of these two works, the questions of the narrative properties and possibilities of the 
photographic image splintered into other problems: for instance, the relationship between 
the photographic image and the idea of truth; the impact of a specific historical moment 
on the reading of photographic images; how a photographic image may become either a 
tool of an oppressive State or be repurposed into political or narrative resistance; how 
artistic structures related to photography and cinematography allow for additional levels 
of communication through visual images beyond the use of textual captioning, and more. 
Critics have recently dealt with questions relating to visual media for both of these books; 
for example, Samuel Steinberg’s Photopoetics of Tlatelolco includes a chapter on 
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Poniatowska’s book, and Catalina Donoso has published an essay titled “Retrato hablado: 
La austera visualidad de los relatos de Nellie Campobello.” My concern regarding 
Campobello and Poniatowska’s texts in this dissertation is primarily to examine how they 
make use of photographic and cinematographic structures and articulate a theoretical 
understanding of the relationship between photography and political narrative. As a 
result, my analysis does not engage profoundly with these and other recent critics; future 
development of this project will emend this omission, bringing this study into dialogue 
with current scholarship. 
My first chapter deals with Nellie Campobello’s novel Cartucho, a semi- 
autobiographical collection of short texts representing the people and events around 
Hidalgo del Parral, Chihuahua during the second half of the Mexican Revolution—
specifically, the period between 1916-1920, which Friedrich Katz notes in The Life and 
Times of Pancho Villa encompasses “the most savage period that Chihuahua experienced 
during the revolution and one of the darkest episodes of Chihuahuan history of any 
time” (Katz 622). It is important to note that while the imaginary of the Revolution as 
postulated by the post-revolutionary Mexican State constitutes a singular, monolithic 
movement progressing towards an idealized national democracy, in actuality, the 
Revolution encompassed many different types of social movements throughout the 
country. Cartucho is concerned in particular with the Villista movement, which at the 
time of the book’s publication was typically characterized as criminal—i.e., in 
accordance with the “leyenda negra,” which cast Villa and his forces as bandidos. 
However, Cartucho represents the Villistas in a humanizing and intimate fashion, even 
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though the years in which the narrative occurs correspond to the most brutal period of the 
war for the region, marked by violent conduct from both the Villistas and the triumphing 
Carrancista forces (Katz 623). Campobello’s work is thus anti-canonical, arguing on 
behalf of an insurrectional movement in its period of decline. 
I argue that the structure of the book should be understood as a textual photo 
album, with each story (“relato”) actually forming a type of portrait (“retrato”). 
Campobello utilizes this structure to argue against the post-revolutionary representation 
of Villa and his forces as criminals, incorporating the Villistas instead into an almost 
familial narrative, emphasizing the “North” as a space of community. I also explore the 
ways in which the text responds to photographic objects of the time period, including the 
production of postcards showing executions of “bandidos” for popular consumption in 
the United States. By putting Campobello’s work in conversation with the theoretical 
concepts of Benjamin, Sontag, and Barthes, I explore how Cartucho itself offers a critical 
understanding of the functions and possibilities of photography in its time period. In 
particular, Campobello’s work asserts the possibility that images produced with an intent 
to impose a political narrative can be appropriated and repurposed into a personal 
narrative, whether individual or as part of collective identity.
My second chapter presents a close reading of Elena Poniatowska’s 1971 book La 
noche de Tlatelolco, one of the most well known works dealing with the history of 1968 
in Mexico. This year is seen as a turning point in the history of the post-revolutionary 
Mexican State, marking a surge in leftist politics, including the Student Movement 
formed in the summer of 1968, and extreme State repression of that movement and its 
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sympathizers with the Tlatelolco massacre of October 2. While there were other examples 
of leftist movements and State repression both before and after Tlatelolco, 1968 made 
particularly visible the violence and oppression fundamental to the dominance of the 
Partido Revolucionario Institucional (PRI), and helped question the legitimacy the party 
sought to assert through its association with the idea of the Revolution. 
La noche de Tlatelolco can be understood in part as a work of testimonial 
narrative; the majority of its text is drawn from “testimonios”—the term used by the book 
itself—given by participants of the Student Movement, survivors of the Tlatelolco 
massacre, and residents of Mexico City. However, the book is not a collection of 
testimonios, as they are not presented as individual texts in themselves; instead, the 
statements given by individuals were excerpted and arranged by Poniatowska and 
interspersed with other types of texts (poems, portions of newspaper articles, protest 
chants, and more). Together, these textual fragments make up a singular discursive work. 
My discussion of Poniatowska’s book is centered on the communicative properties of its 
distinctive structure. I argue that the book should be understood as a textual montage, in 
which each testimonio or fragment forms a textual “shot,” with the interaction between 
these fragments producing a secondary level of significance, in accordance with 
Eisenstein’s theories of intellectual montage. The fundamental principle of intellectual 
montage is that of collision between shots. This collision, involving the juxtaposition and 
layering of images, words, or other signs, sharpens the ideas of the material, and even 
suggests additional messages. Therefore, through its montage form, La noche de 
Tlatelolco manages to transmit a particular, dominant narrative, even though the book is 
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polyphonically constructed from the testimonios and texts of many different, and even 
contradictory, voices. 
In the second chapter, I also examine the way the book incorporates images of 
1968, in particular focusing on the method used to caption these photographs in the first 
edition of the book. I argue that the captions and images in La noche de Tlatelolco have 
an inverse relationship to what may be traditionally expected; the captions do not 
describe the photographs, but the photographs instead serve as evidence of the statements 
in the captions, which are derived from the testimonios of the book. This strategy is 
sustained by the association between the photographic image and a sense of truthfulness, 
which is referenced multiple times in the main body of the text. La noche de Tlatelolco 
depends on the idea that there is an essential truth that can be found in photographs, no 
matter their origin, and that this “truth” can also emerge from the combination of the 
many and contradictory voices that are represented in the text. This “essential truth” is in 
effect the dominant narrative of Poniatowska’s book, and operates on both an 
argumentative and an affective level. The argumentative narrative is one of sympathy for 
the student movement, positioned in opposition to the popular and official views that the 
students and their generation were entitled, immoral, disruptive rioters, while the 
affective narrative seeks to recreate the experiential trauma of the massacre itself, 
utilizing impressions of chaos, mourning, hope and loss. 
My final chapter is a discussion of three recent projects relating to the Ayotzinapa 
case. This case began on September 26, 2014, with a series of attacks occurring in Iguala, 
Guerrero, directed against students from the rural Ayotzinapa Teacher’s College; during 
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these attacks six Ayotzinapa students and bystanders were killed, dozens wounded, and 
43 students of the Teacher’s College were forcibly disappeared. Following the 
disappearance, parents of the missing 43, surviving Ayotzinapa students, and supporters 
began activism that continues to this day, demanding both the return of the 43 and for 
those behind the attacks and disappearances to be held accountable. The State responded 
to the case with apparently purposefully ineffectual investigations, and their conclusions, 
officially termed the “verdad histórica,” are contradicted by the testimonies and evidence 
uncovered by investigations organized by the Inter-American Commission on Human 
Rights. One of the phrases most associated with the Ayotzinapa case is “Fue el Estado,” 
“It was the State,” indicating that no matter who the individuals that committed the 
attacks were, or what were the specific motives behind the forced disappearance, it is the 
State that ultimately bears responsibility for this atrocity, both for facilitating or colluding 
in the violence as well as perpetuating the state of impunity enjoyed by those responsible. 
Ayotzinapa—both the case as well as the Teacher’s College—can be located within a 
history of rural insurgencies, including Lucio Cabañas’ guerrilla movement of the Partido 
de los Pobres (Cabañas was, in fact, a graduate of the Ayotzinapa school). The Normal 
School system to which Ayotzinapa belongs is a legacy of the Mexican State’s failure to 
fulfill the rights granted to the rural poor populace by the 1917 Constitution; that is to say, 
while the schools were ostensibly created to extend education to rural areas, with the 
purpose of training teachers who would in turn educate the communities in their region, 
the schools and their students have been been marginalized economically and violently 
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persecuted by the government because they maintain a tradition of leftist politics which 
threaten the neoliberal State.
The historical context of the Ayotzinapa case links back not only to the 
Revolution (which ultimately marginalized rural movements, including the Villistas) and 
the history of rural insurrection and State repression in the 20th century, but also to 1968. 
There are echoes of Tlatelolco in Ayotzinapa as the victims of the violence were students, 
as well as the fact that the 2014 attacks occurred while Ayotzinapa students were 
organizing a trip to attend a yearly event commemorating the October 2 massacre. 
Furthermore, since the case remains unresolved, the disappeared students still missing 
and those responsible not held accountable, it can be located within the history of State-
perpetuated violence and impunity, which also includes 1968. Ayotzinapa can be viewed 
almost as a ghostly echo of previous cases, re-manifesting when related instances of 
violence occur.  2
In this chapter, I examine three different projects that each communicate a specific 
narrative regarding the Ayotzinapa case using a primarily visual medium: a 2015 
temporary exhibit in the Museo Memoria y Tolerancia in Mexico City titled Lecciones 
del 68: ¿Por qué no se olvida el 2 de octubre?; Forensic Architecture’s Plataforma 
Ayotzinapa: Una cartografía de la violencia, an interactive internet tool which allows 
users to view information regarding the case through geographic and temporal mapping; 
and the Antimonumento +43, a sculpture installed by the Padres y Madres de Ayotzinapa 
 For instance, Ayotzinapa was frequently referenced in news coverage of the abduction and mur2 -
der of three film students of the Universidad de Medios Audiovisuales (CAAV) in Guadalajara in 
March and April 2018. 
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and other activists in April 2015 on the Paseo de la Reforma in Mexico City. Each of 
these three projects requires a degree of interaction between the audience and the 
physical or digital work in order to communicate, and like Cartucho and La noche de 
Tlatelolco, they are driven by the need to respond to “official” narratives of the State. My 
chapter begins with a discussion of the history of the Ayotzinapa case, as well as analysis 
of what may be signified by the use of the word “Ayotzinapa” as shorthand. Then, I 
conduct an analysis of each of the three projects, considering how the audience/visitor/
user must interact with the work, the specific narratives each work generates through its 
structure or installation, and what problems or issues are raised by each approach.
The museum exhibit was designed so as to require the visitor to essentially 
participate in the narrative constructed of 1968; while much of its communication 
functioned on an affective level, it also presented a cogent argument regarding the role of 
the State in perpetuating and facilitating events like Tlatelolco and Ayotzinapa. My 
analysis of the exhibit takes the form of a close reading of a visitor’s movement through 
the installation examining what the audience is specifically meant to understand about 
Tlatelolco and Ayotzinapa in their experience of the museographic exhibit. I also discuss 
the problems raised by a historicizing and memorializing approach to the case. 
Plataforma Ayotzinapa is in a sense a translation of the many details about the Ayotzinapa 
case related by John Gibler’s Una historia oral de la infamia and the reports produced for 
the Inter-American Commission on Human Rights by the Grupo Interdisciplinario de 
Expertos Independientes (GIEI). The platform, using a data mining process, then 
transformed the information from these texts into an interactive visualization of the 
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events and contradictory narratives of the Ayotzinapa case. My discussion of Plataforma 
Ayotzinapa explores the interactive tool itself, the goals and conclusions articulated by 
Forensic Architecture in the construction of the site, and the materials produced for a 
related museum exhibit in UNAM’s Museo Universitario Arte Contemporáneo that 
coincided with the release of the platform. I analyze the narrative possibilities offered to 
the site user through the platform’s mechanisms of displaying and filtering information, 
as well as the project’s goal to visually depict the contradiction between the State’s 
official “verdad histórica” and the testimonial accounts of students and bystanders. 
Finally, with regard to the Antimonumento +43, I discuss the significance of the project’s 
deliberate rejection of historicization and memorialization, as well as its location on the 
Paseo de la Reforma, a street which effectively manifests the State’s mythology of 
Mexican national history and progress. I consider the sculpture in conjunction with 
Ayotzinapa-related graffiti also found along the Paseo de la Reforma. The street art and 
guerrilla installation work to not only question, but also literally rewrite, the history 
generated by the monuments in this urban space; the visual representations of Ayotzinapa 
interrupt the narrative of “progress” with a reminder of State complicity in atrocity as 
well as the marginalization and oppression of the rural poor by the post-Revolutionary 
State. Finally, I bring these three projects into conversation with each other in order to 
examine the differences in their educative goals and strategies as well as the possibilities 
that each offer for political engagement.  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CHAPTER ONE: “Donde la vida se quedó detenida…”: Photographic Re-
Narration in Nellie Campobello’s Cartucho 
In the prologue to The Life and Times of Pancho Villa, Friedrich Katz discusses 
one of the fundamental challenges faced by researchers of Francisco Villa’s early life: a 
lack of verifiable historical information about his pre-revolutionary outlaw career, and the 
numerous legends that surround the figure. Katz identifies three specific versions of these 
narratives, termed the “white legend,” the “black legend,” and the “epic legend,” and 
explains that:
 The first, based largely on Villa’s own reminiscences, portrays him as a victim of 
the social and economic system of Porfirian Mexico: a man the authorities 
prevented from living a quiet, law-abiding life, although he attempted to do so. 
The black legend portrays him as an evil murderer, with no redeeming qualities. 
The epic legend, largely based on popular ballads and traditions that seem to have 
emerged mainly in the course of the revolution, portrays Villa as a far more 
important personality in prerevolutionary Chihuahua than do either his own 
account or the black legend. (Katz 2)
While Katz refers in this quote specifically to the stories surrounding Villa’s pre-
revolutionary life, these competing characterizations would extend to his later career, as 
well as the forces he led during the Mexican Revolution. Max Parra notes in Writing 
Pancho Villa’s Revolution: Rebels in the Literary Imagination of Mexico that following 
the defeats of Villa’s forces in 1915, the Villistas adopted a strategy of guerrilla warfare, 
including an infamous raid on Columbus, New Mexico in 1916; in response, US forces 
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launched an expedition to find and capture Villa (Parra 2-3). However, Parra explains that 
“After ten months of fruitless searching, the U.S. expeditionary force withdrew, and the 
legend of the indomitable Villa continued to grow. The Hearst newspapers in the United 
States portrayed Villa as a symbol of south-of-the-border lawlessness and made him and 
Mexicans in general a target of racist commentaries. In Mexico, however, Villa’s raid on 
Columbus made him a popular symbol of nationalism, forcing President Carranza to 
intensify his campaign to discredit the rebel leader” (Parra 3). Following the end of the 
Revolution and Villa’s assassination in 1923, the official State narrative marginalized 
Villa’s role within the Revolution; Parra notes that after the creation of the Partido 
Nacional Revolucionario in 1929,  “campaigns for national unity intensified with the 3
process of institutionalizing the revolution and centralizing power. Significantly, Villa 
was the only major revolutionary figure who did not benefit from the conciliatory spirit of 
the national unity campaigns in 1929 and 1930” (Parra 18). Nevertheless, following this 
period Villa was a major subject of literature, but according to Parra, most authors hewed 
to the characterizations encouraged by the state, in line with the “black legend” of 
violence and cruelty (Parra 19-20). 
However, one of the works generally considered one of the “novelas de la 
revolución” does not represent Villa and his forces in accordance with this black legend
—Nellie Campobello’s Cartucho: Relatos de la lucha en el Norte de México, initially 
 This party would eventually become the Partido Revolucionario Institucional (PRI), which 3
remained in control of the presidency until 2000. 
!14
published in 1931.  Cartucho is a partially autobiographical narrative (or collection of 4
narratives) of the latter years of the Mexican Revolution, as experienced in Hidalgo del 
Parral, Chihuahua and the surrounding region. The events of the book primarily originate 
from the years of 1916-1920, which Katz notes encompass “the most savage period that 
Chihuahua experienced during the revolution and one of the darkest episodes of 
Chihuahuan history of any time” (Katz 622). The conflict of this time period in the region 
occurred primarily between the Carrancista forces, led at the time by Francisco Murguía, 
and the Villistas. Katz characterizes Murguía as “cruel, corrupt, [with] a particular hatred 
toward the people of Chihuahua” but also asserts that “unfortunately for the people of 
Chihuahua, too, Murguía’s brutality was matched by an increasing brutality on Villa’s 
part” (Katz 623). According to Katz, these are “Villa’s darkest years,” in which the 
conflict became a guerrilla war and the Villistas’ reputation for violence was solidified 
(Katz 615). 
However, Campobello’s representation of the Villista forces not only breaks with 
the characterizations of the black legend—or “leyenda negra,” as it is referred to in 
Cartucho—but additionally strives to contradict this narrative. José Aguilar Mora notes in 
his introduction to the text that Campobello acknowledged that “la motivación para 
escribir el libro había sido ‘vengar una injuria,’ la injuria del desprecio con el que se 
hablaba de los villistas” (Campobello 29). Max Parra gives further context:
 A second edition was published in 1940, after a trip Campobello made in research for her book 4
Apuntes sobre la vida militar de Pancho Villa, with the addition of new stories; As Max Parra 
explains, “Whereas in the first edition the stories are based on her own and her family’s 
immediate experiences during the war, the new stories draw from a wider range of sources . . . 
hence they are not so much the product of a personal as of a social memory” (Parra 53-54). 
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In the 1920s and the 1930s, when Plutarco Elías Calles ruled Mexico, it was not 
unusual for newspapers and magazines to publish chilling accounts of the actions 
of Villa and his soldiers during the revolution. “Francisco Villa,” Campobello 
indignantly remembered in 1960, “was considered to be even worse than Attila. 
All his men were classified as horrible bandits and murderers.” These distortions, 
she said, drove her to write what she knew about the movement: “Because of that 
I had to write, to tell truths in the world of lies in which I lived.” (Parra, Writing 
Pancho Villa’s Revolution 51-52)
Academic scholarship regarding Cartucho, as well as Las manos de Mamá, Campobello’s 
1937 book (which can and has been read as a companion to Cartucho), has often focused 
on the work’s place in feminine and/or subaltern literature, the function of the child 
protagonist and the stylistic portrayal of violent events, the importance of the mother 
figure, the text’s regional focus, and the defense of Villa and his men (often read in light 
of Campobello’s Apuntes sobre la vida militar de Pancho Villa).  These aspects of the 5
 Margo Glantz discusses Campobello’s work and Cartucho with respect to gender and feminine 5
literature in “Vigencia de Campobello”. Sara Poot-Hererra has also considered at feminine 
construction in Cartucho in “Cartucho de Nellie Campobello: deuda saldada, deuda soldada.” 
The representation of women in Cartucho also appears in Tabea Alexa Linhard’s book Fearless 
Women in the Mexican Revolution and Spanish Civil War. Max Parra has examined Cartucho in 
regards to the perspective of other and community and memory in “Guerra y memoria en 
Cartucho de Nellie Campobello” and his chapter “Reconstructing Subaltern Perspectives in 
Nellie Campobello’s Cartucho” in his book Writing Pancho Villa’s Revolution: Rebels in the 
Literary imagination of Mexico. Betina Keizman also considers the representation of the other in 
Cartucho in “Los conflictos de la representación del otro en dos novelas de la revolución 
mexicana” and in “Entre el testimonio y la autobiografía: Cartucho y la construcción de una 
memoria poética/política.” Jose Aguilar Mora discusses the purpose of the child protagonist, 
relationship between Cartucho and Pedro Páramo, and Campobello’s representation of the 
Villistas in his prologue to Cartucho, “El silencio de Nellie Campobello.” Catalina Donoso also 
engages the themes of the narrative perspective, community memory, and visual aesthetic of 
Cartucho in “Retrato hablado: la austera visualidad de los relatos de Nellie Campobello.”
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work are key to understanding what the book seeks to communicate, but in this chapter, 
my analytical focus is the means by which the text achieves this communication. In 
Cartucho, Campobello seeks to question and contradict the leyenda negra, and in its 
place, offer a collection of “truths,” stories which locate the Villistas within regional and 
even familial narratives. Campobello acknowledges and rejects the official, politically 
motivated version of history of the Villista movement and the Chihuahua region, and 
replaces it with a personal one. This mechanism of appropriation and re-narration within 
Cartucho is dependent on the book’s structural and thematic use of photography. 
It is possible to read Cartucho as a literary collection of photographs—a textual 
album—of people, and events, of the Revolution. The book is comprised of three 
sections: “Hombres del Norte,” “Fusilados,” and “En el Fuego;” each of these contains a 
collection of brief narratives, which might be better termed snapshots, or vignettes, than 
stories. This is particularly true of the first two sections, which as their titles suggest are 
almost entirely comprised of textual portraits of individual people. The third section 
shifts in narrative focus, moving from the portrait to the event. Cartucho’s consideration 
of the relationship between photography and narrative is not just indicated structurally; 
both photographs as objects and photography as a process appear repeatedly throughout 
the book, in explicit, implicit, and metaphorical reference. The examples of photography 
within the stories of Cartucho are intrinsically tied to the book’s possibilities as a 
counter-narrative to the dominant, politically sanctioned account of the Revolution which 
classified the Villistas as bandidos and criminals. 
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Cartucho theorizes the relationship of photography to violence and political 
narrative, and offers an idea of the potential of the photograph—and more specifically, 
the album—as a means of narrative resistance within a community. As such, my approach 
to Cartucho in this chapter will be to place Campobello’s text in conversation with 
theoretical discussions of photography; Cartucho is both illuminated by and illuminates 
in turn certain questions regarding the capacity of the photograph to communicate and the 
concept of truth. It will be useful to explore some of the concepts from each of the three 
theoretical texts I will be using—Walter Benjamin’s essay “Little History of 
Photography” (1931), Susan Sontag’s On Photography (1977), and Roland Barthes’ 
Camera Lucida (1980)—before putting them in dialogue with Campobello, beginning 
with the problems Benjamin identifies in “Little History.” 
Towards the conclusion of his essay Benjamin articulates his concern that the 
practices and tendencies of “photography-as-art” had resulted in a particular “creative” 
type of photography that was incapable of expressing anything in itself about reality, with 
“reality” signifying human connections, relationships, and experiences. Explaining the 
problem of creative photography he states that “in it is unmasked the posture of a 
photography that can endow any soup can with cosmic significance but cannot grasp a 
single one of the human connections in which it exists” (Benjamin 526). He considers 
this photography dangerous in part because developments in photographic technology 
(the ability of the camera to reproduce a brief moment out of context with ease, due to its 
small size and fast exposure times) have resulted in images that can change—and 
obstruct—a viewer’s ability to perceive and draw connections: “fleeting and secret 
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images whose shock effect paralyzes the associative mechanisms in the 
beholder” (Benjamin 527). He responds to this problem both by suggesting the 
possibilities of a “constructive” photography—a counterpoint to the “creative” type, 
which would instead “unmask” reality, show connections, and “experiment and 
instruct” (Benjamin 526) referring to both Surrealist photography and then-current 
Russian film as movements in this direction—as well as advocating for a unification of 
photography and text. In this regard he claims that: “This is where inscription must come 
into play, which includes the photography of the literarization of the conditions of life, 
and without which all photographic construction must remain arrested in the 
approximate” (Benjamin 527). Benjamin thus insists on an essential need (both on the 
part of the photographer and the viewer of the photograph) for a literacy of images, and 
finally asks whether in the future, “Won’t inscription become the most important part of 
the photograph?” (Benjamin 527). Of primary concern to Benjamin are the questions of 
whether, and if so, how, a photograph can result in a narrative of human experience, and 
what the nature of the photograph implies about the idea of truth. Does the photograph 
speak? If so, what is the nature of what it says?
Benjamin concludes that on its own, the photograph cannot speak; to do so, it 
must be part of a text, bound to a written word originating from the intentions of the 
photographer. Sontag, in On Photography, responds directly to this preoccupation of 
Benjamin’s, noting that what troubled him (and other Marxists and Moralists) was that 
the tendency of photography is to always beautify, obstructing any capacity to represent 
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truth. Sontag, however, questions the very possibility of truth in the photographic context, 
asserting that:
Even an entirely accurate caption is only one interpretation, necessarily a limiting 
one, of the photograph to which it is attached . . . It cannot prevent any argument 
or moral plea which a photograph (or set of photographs) is intended to support 
from being undermined by the plurality of meanings that every photograph 
carries, or from being qualified by the acquisitive mentality implicit in all picture-
taking – and picture-collecting—and by the aesthetic relation to their subjects 
which all photographs inevitably propose. (Sontag 109)
The aesthetic relation to which she refers here is, again, that of beautification, which 
affects not only the representation of reality within the image itself, but indeed—due to 
the increasing prevalence of the photographic image in society, the fact that photography 
not only allows for but encourages the documentation of any imaginable subject or 
object, and greater and wider accessibility to and automation of photographic technology
—also results in a transformation of the perception of reality, and thus, of reality itself. 
Essential to her analysis is the idea that two of the practices associated with photography, 
the taking and collection of pictures, are a means of asserting ownership over the 
photographic subject and, thus, over its corresponding referent in reality. She argues that 
“to photograph is to appropriate the thing photographed” (Sontag 4) and “to collect 
photographs is to collect the world” (Sontag 3), and lists three of the primary uses of 
photography (as practiced by most people, outside of the realm of art) as “a social rite, a 
defense against anxiety, and a tool of power” (Sontag 8). 
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While Benjamin and Sontag both approach photography through a consideration 
of the historical developments in technology and the various debates over its relationship 
to other visual, artistic media (particularly painting, but also film), Barthes uses an 
intensely personal methodology, deriving his conclusions from his own experiences as a 
subject and observer of photography. He does not neglect the idea of photography as a 
process, but is more concerned with the photograph as object (Benjamin’s history does 
the opposite, giving much more consideration to the intentions of the professional 
photographer, while Sontag evaluates both process and object, professional and amateur, 
and art and function). Camera Lucida is also personal because, in addition to being a 
meditation on the idea of the essence of the photograph, the work is an elegiac text, an 
epitaph written following the death of Barthes’ mother, focused on one particular 
photograph of her childhood—the “Winter Garden Photograph.” Barthes approaches the 
photograph by considering his own reactions to both public photographs (specific images 
and the work of specific photographers) and personal ones (principally of his mother, but 
also images of Barthes himself). He arrives at the idea of the “noeme” of the photograph, 
which he designates as “that-has-been,” emphasizing that the photograph, unlike any 
other representation of an object or person, always contains an assertion of authenticity of 
the existence, and pastness, of its subject. Barthes’ terminology for the evaluation of 
possible human relationships to photography is extremely useful: he designates three 
possible roles (photographer/operator, observer/spectator, subject/spectrum) and identifies 
different elements of possible interest in a photograph on the part of the spectator—the 
studium, which refers to the aspect of a photo that provokes an intellectual interest 
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(Barthes 26), and the punctum, which is a detail that affects the spectator emotionally in a 
profound, even disruptive way. Notably, Barthes associates with the punctum the verbs 
“break”, “punctuate”, “prick”, and “bruise”, and observes that such a detail is “poignant” 
and in fact acts on the spectator (Barthes 26-27). The punctum is highly personal and 
inherently distinct for every spectator, originating from the contents of the image itself as 
well as the perspective of the viewer; in Barthes’ words, the punctum is “what I add to the 
photograph and what is nonetheless already there” (Barthes 55). The two concepts of the 
studium and the punctum allow for an understanding of the photograph’s possibilities for 
narration as a reciprocal relationship between the viewer and the photograph, dependent 
on the spectator’s individual context; therefore, using these two ideas, Barthes seeks to 
understand not just whether an image may speak, but what element of the photograph, 
exactly, speaks, and why some images speak to him, and not others. 
When reading Cartucho with Barthes’ terminology in mind, a curious situation 
emerges: one of the elements associated with photography appears to be absent. 
Photographs as objects appear repeatedly, both explicitly and implicitly, throughout the 
book. The subjects of these images, the spectrum, are likewise omnipresent—and more 
explicit, in most vignettes, than photographs themselves. The viewer of the image 
(spectator) appears both as narrator, and at times the object of narration. However, the 
photographer is never mentioned. Even in “La muleta de Pablo López,” which recounts 
an execution specifically described as photographically documented (and in fact, the 
photographs of this execution appear in another relato, “Las tarjetas de Martín López”) 
the photographer is entirely absent. The text explains that facing his firing squad, Pablo 
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López “se sonreía. (Así aparece en los retratos.)” and “Lo fusilaron frente al pueblo. 
(Existen muchos retratos de este acto.)” (Campobello 98-99). These two parenthetical 
interruptions essentially ignore the fact that there must have been a camera, and a person 
standing behind it, and neglect to even imply their presence grammatically, referring only 
to the spectrum, López, and the existence of the photographs. 
The textual absence of the photographer is not necessarily surprising, though it is 
important; Sontag notes that because photography, unlike other visual arts, is always 
primarily focused on its subject—clarifying that “the formal qualities of style—the 
central issue in painting—are at most, of secondary importance in photography, while 
what a photograph is of is always of primary importance” (Sontag 93)—the photographer 
is “recessive in much of serious picture-taking and virtually irrelevant in all the ordinary 
uses” (Sontag 133). The photographer disappears behind the camera and the subject it 
captures, almost as if the photographic images resulting came into existence 
automatically, without any human intermediation. In the case of the photographs of 
Cartucho, the absence and irrelevance of the photographer is connected to the specific 
types of photographs involved; almost all of the photographs mentioned explicitly would 
have been in the form of postcards, produced for commercial consumption,  and other 6
examples are primarily journalistic photographs, published in newspapers. In both cases 
the authorship of the photograph would be of far less importance than the subject of the 
 The commercial use and appropriation of photographs and other visual images from the 6
Mexican Revolution has been considered by Margarita Orellana in La mirada circular, David 
Dorado Romo in Ringside Seat to a Revolution, and Zuzana Pick in Constructing the Image of the 
Mexican Revolution. 
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photograph. Nonetheless, the fact that the text deliberately names the moments that the 
photographs of Pablo López portray, without signaling or implying the presence of a 
photographer, is significant.
While the photographer is notably absent in Cartucho, it is imperative to note that 
there is a figure occupying the role Barthes would designate as operator – the soldier, 
specifically, the firing squad, standing in metonymic representation of whatever political 
or military power they follow. The firing squad/operator equivalence is implied 
throughout the book, but made particularly explicit in “Las águilas verdes,” a relato in 
which a soldier (named El Guachi) is accused of being a bandido, denied the opportunity 
to speak in his own defense, and executed. As he prepares for his death by firing squad, 
El Guachi “extendió su sarape, se levantó la forja, dejó descubierta su frente, parecía 
como si se fuera a sacar un retrato—las cámaras de los rifles le descompusieron la 
postura—“ (Campobello 109), striking a dramatic pose before his execution dismantles 
the image. Sontag argues that a metaphorical equivalence between the camera and the 
gun—such as we see in this relato—is both common and reasonably obvious when 
expressed linguistically, particularly in English, where the verb “to shoot” and noun 
“shot” have meaning in relation to both mechanical processes. This is also true in 
Spanish, where the noun “cámara” allows for a double meaning, as it can refer both to the 
photographic machine and the chamber of a gun, a paronomasia Campobello exploits in 
this story. 
Sontag examines the metaphorical relationship between the gun and the camera 
while considering the possibilities and limitations for the camera to act sexually, or 
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violently: “Between the photographer and subject, there has to be distance. The camera 
doesn’t rape, or even possess, though it may presume, intrude, trespass, distort, exploit, 
and, at the farthest reach of the metaphor, assassinate—all activities that, unlike the 
sexual push and shove, can be conducted from a distance, and with some 
detachment” (Sontag 13). The connection Sontag perceives between the two technologies 
(camera and gun) is a means of taking control of another’s existence, whether 
symbolically by possessing their image, or literally, by terminating their lives. “To 
photograph people is to violate them, by seeing them as they never see themselves, by 
having knowledge of them that they can never have; it turns people into objects that can 
be symbolically possessed. Just as the camera is a sublimation of the gun, to photograph 
someone is a sublimated murder—a soft murder, appropriate to a sad, frightened 
time” (Sontag 14-15).
While Sontag also insists that, “the camera/gun does not kill” (Sontag 14) there is 
no actual contradiction between her analysis and the relationship that Campobello 
invokes in “Las águilas verdes,” since in Cartucho, Campobello considers not the 
metaphor of the camera as gun, but instead, the gun as camera. Thus, it is not 
photography that takes on the properties of the firing squad, but the firing squad that acts 
in place of the photographer. The gun is the machine and the firing squad the operator that 
produce the vast majority of the “snapshots” of “Fusilados,” and even the death-retratos 
not created by gunshot—for example, “El fusilado sin balas” and “El ahorcado”—
emphasize the metaphor of the machinery of war as camera. In the case of “El fusilado 
sin balas” the execution is emphasized as especially cruel because it denies the subject, 
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Acosta, the instant death accorded by a bullet; nonetheless, the title reasserts the presence 
of a firing squad in his execution. While in “El ahorcado” no guns are mentioned, the 
executed subject has an obsession with machinery, speaking of it constantly, and when he 
is hung, it is from a telegraph pole, in front of a train. There are also various texts in 
which both guns and other mechanical technologies work together in the production of 
the execution/image. A train also features in “La camisa gris,” which recounts the 
execution of Tomás Ornelas by Villa and his men for the crime of betraying their cause 
and joining the Carrancistas. Ornelas is shot, and tossed from the train; significantly, 
Mamá witnesses this moment, and the text asserts that her eyes “detienen la imagen del 
hombre que al ir cayendo de rodillas abraza su camisa y regala su vida” (Campobello 
100), invoking photography both with the emphasis on vision and the notion of the 
detained image and life. Another technology repeatedly appearing in scenes of execution 
in Cartucho is the automobile—a technology that Sontag also references in her 
comparison between the gun and the camera—which features in “Las tristezas de El 
Peet,” describing the execution of a general’s chauffeur, and “El cigarro de Samuel,” 
which refers to the infamous assassination (and famous photographs) of Villa in his car in 
Parral in 1923. 
Returning to our reading of “Las águilas verdes,” the firing squad, as they produce 
the image of el Gauchi’s death, also impose the executioner’s chosen narrative of the 
Villista’s life—furthermore, when naming the charges against him, they even deny el 
Gauchi the opportunity to participate verbally in the narrative of his own life and death: 
“Este hombre es un bandidoooo…Muere por asesinoooo…Mató a un viejito y se robó a 
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una muchacha”. El Gauchi levantó la mano, quiso hablar pero no le hicieron caso. 
Insistió y fue inútil. Dijo a gritos: ‘Un hombre que va a morir tiene derecho de hablar’, 
pero no se lo permitieron” (Campobello 109). Nevertheless, even though he is not 
permitted to speak, El Gauchi uses another method to assert control over his own identity
—his visual image. El Gauchi poses, deliberately, with awareness that this will be a 
moment that symbolically defines him—“como si se fuera a sacar un 
retrato” (Campobello 109). 
Barthes considers the implications of posing in Camera Lucida. Describing his 
discomfort with knowing his picture is being taken, Barthes explains that when posing: “I 
instantaneously make another body for myself, I transform myself in advance into an 
image. This transformation is an active one: I feel that the Photograph creates my body or 
mortifies it, according to its caprice” (Barthes 10-11). In the case of El Gauchi’s relato, 
the caprice is indeed mortification; in the instant of the gun/photographic shot, El 
Gauchi’s pose, life, and power over his own narrative are all unmade, rearranged, and 
possessed by the operator behind the machine. The act of capturing a brief moment of 
time with the camera and the act of removing another person from the world of the living 
are simultaneous. When a gun “detains life,” to borrow vocabulary frequently used in 
Cartucho, it is creating a photograph. The soldier/photographer has the power to effect an 
image, bringing it into being and simultaneously removing the subject from existence, 
essentially overriding their autonomy and transforming them into a symbol—or, at least, 
they attempt to do so. 
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The soldiers override El Gauchi’s assertion of his own identity to the extent that 
they actually end his life on the justification that he is a bandido, a term which Cartucho 
repeatedly shows Carrancistas using to refer to Pancho Villa and his followers. Naming 
the Villistas criminals, and executing them as such, was a strategy for constraining them 
to a specific narrative of the official history of the Mexican Revolution. Photography was 
intrinsic to that process, in particular through the widespread distribution of photographic 
images of executed Villistas in the form of postcards, which would reinforce the 
equivalence between “Villista” and “criminal.” This method of photographic production 
bolsters the political narrative, because the photographic subject does, as Barthes states, 
“derive . . . existence from the photographer” (Barthes 11); the photographer as the 
operator and arbiter of the “reality” to be conveyed by the image creates the subject as a 
symbolic version of his or herself. They create the photograph in order to make the image 
tell a specific story—not to make the image speak in itself, but to use it as evidence to 
support their version of the event, because, as Sontag notes, “Photographs cannot create a 
moral position, but they can reinforce one” (Sontag 17). The image results from the 
ideology; whether or not the image continues, over time, to bolster the political narrative 
depends entirely on whether this narrative is successfully institutionalized—and still, 
there is always the possibility for a spectator to appropriate a photograph as part of a 
different narrative, through the act of applying a different interpretation. 
This process by which power over a person’s symbolic narrative is politically 
asserted by another party through the use of the gun/camera is not solely limited in 
Cartucho to the arrangement in which a Villista subject is an executed spectrum and an 
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opposing political force (typically the Carrancistas) serves as operator/executioner. 
Villistas also do their share of executing in “Fusilados,” imposing narratives on their own 
members, on people uninvolved in the war, and on political opponents. Furthermore, in 
certain relatos, the metaphorical creator of a visual image claiming ownership over the 
spectrum of a dead body is the narrator herself. For example, in “Desde una ventana,” the 
narrator observes an implicit, metaphorical photograph; through the window, she watches 
the execution of a young soldier and then contemplates his dead body for the three nights 
that it lies in the street. The narrator feels a sense of possession of the corpse framed by 
the window, saying:
Como estuvo tres noches tirado, ya me había acostumbrado a ver el garabato de 
su cuerpo, caído hacia su izquierda con las manos en la cara, durmiendo allí, junto 
de mí. Me parecía mío aquel muerto. Había momentos que, temerosa de que se lo 
hubieran llevado, me levantaba corriendo y me trepaba en la ventana, era mi 
obsesión en las noches, me gustaba verlo porque me parecía que tenía miedo. 
(Campobello 88)
When the body is eventually removed, the narrator’s reaction is to hope that another man 
would be executed next to her house. Though she would not be the one responsible for 
the shot that killed him, just as she did not effect the death of the man she observes from 
her window, her desire for another execution to create a subject she could visually 
possess shifts her into the role of the operator. 
There is not a clear political purpose behind the interpretation Nellie the narrator 
would impose as operator, but there is still a narrative generated by her reaction to the 
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scene. There is a type of reciprocal communication between Nellie and the image of the 
dead body: she is caught by the details of how he has fallen, mentioning twice his hands 
on his face, an emphasis that brings to mind Barthes’ concept of the punctum.  She also 7
emphasizes that she perceived the dead man to be displaying fear, but she herself reacts 
to him with fascination, not horror. Campobello the author uses this relato, then, to 
expose an underlying narrative of the war by means of the protagonist-child’s 
perspective. In his introduction to Cartucho José Aguilar Mora analyzes this story to 
consider the purpose of the book’s narrative perspective, noting that in Cartucho, “con 
aquella distancia infantil, la narración denunciaba y ridiculizaba los juegos de los adultos 
donde se mata, se ejecuta prisioneros, se asesina, se masacra con una legitimidad que no 
tiene otro sustento que la supuesta seriedad de la edad madura, es decir, la arbitrariedad 
con la que el poder y la autoridad imponen sus asuntos como ridículamente 
“trascendentales” e inevitables” (Campobello 20). Max Parra also notes that Campobello 
employs these two levels of narrative throughout the book, in which “one [level] 
articulates the innocent fantasy world of the child’s imagination while the other records 
and comments on the devastation and brutal reality of war” (Parra, Writing Pancho Villa’s 
Revolution 63). Furthermore, Catalina Donoso observes that Campobello’s use of the 
 In Photographing the Mexican Revolution, John Mraz analyzes a photo taken following the 7
execution of the General José Pérez Castro which could also inform the reading of this particular 
detail of “Desde una ventana.” The photo of Pérez Castro shows him lying on the ground, half of 
his face destroyed by a gunshot, with his hand positioned so that a finger is pointing to his face. 
Mraz identifies the position of the hand and the face as the punctum of this image, and explains 
that “those who were going to be executed had an obsession about not being shot in the face…
Hence, the Cachús could either have arranged the arm to make the finger point at the head, or 
they could have taken advantage of a serendipitous occurrence, but it would appear that their 
photograph is meant to indicate how bandits and counter-revolutionaries would be treated” (Mraz 
179).
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child’s voice, in addition to evoking an implicit commentary on the violence and ethics of 
war through the tension between the austere style of the narration and the intense 
atrocities narrated, can also be contextualized within the role of the familial album, 
collective memory, and the plurality of narratives involved in the transmission of a 
communal, intimate history, an idea that I will also explore when examining the narrative 
role of Mamá.
 Nellie the narrator steps into the role of operator once again in “El general 
Rueda” (found in “Fusilados”) which has the distinction of being one of only two texts in 
the book which refer to post-Revolution events—in this case, the execution in 1927 of 
Alfredo Rueda Quijano following his participation in a rebellion against the Calles 
government, supporting oppositional candidates to Álvaro Obregón for the 1928 
presidential election (Naranjo 189). This event was well-documented; photographs of the 
execution appeared in papers throughout Mexico and the United States, even receiving a 
mention in the Chicago Sunday Tribune’s “The Old Year in Pictures” from January 1, 
1928 alongside events like Charles Lindbergh’s record establishing nonstop flight to 
Paris. Campobello’s text begins in the middle of a scene in approximately 1917  in which 8
the General Rueda, along with ten other Carrancistas (who ransack the house for 
weapons), is in the midst of threatening Nellie’s mother, accusing her of allegiance to 
Villa. The text establishes a vivid portrait of the general as he appears in this specific 
moment in the very first sentences—“Hombre alto, tenía bigotes güeros, hablaba muy 
 Two years before the family moves to Chihuahua (Campobello 83) – Aguilar Mora locates this 8
move in 1919 in his chronology of Campobello’s life (Campobello 165).
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fuerte. Había entrado con diez hombres en la casa, insultaba a Mamá” (Campobello 83). 
The text indicates that Nellie perceives the scene photographically, using vocabulary to 
show that the images of the specific moment and of the General’s face constitute an 
indelible visual memory: “Nunca se me ha borrado mi madre, pegada en la pared hecha 
un cuadro, con los ojos puestos en la mesa negra, oyendo los insultos. El hombre aquél, 
güero, se me quedó grabado para toda la vida” (Campobello 83). Nellie catches a glimpse 
of Rueda two years later in Chihuahua, and has a profound reaction to this sight: “Ya 
tenía el bigote más chico. Ese día todo me salió mal, no pude estudiar, me pasé pensando 
en ser hombre, tener mi pistola y pegarle cien tiros” (Campobello 83-84). She sees him 
yet another time, with the same reaction—“volví a soñar con una pistola” (Campobello 
84)—and focuses once again on his mustache, a detail which perhaps represents the 
punctum of the General’s image for Nellie. 
Finally, now in Mexico City in 1927, Nellie sees a photograph of the general in a 
newspaper, captioned with details regarding the scene of his execution. She again focuses 
on the blonde mustache, using this detail to establish a direct connection between her 
mental image of 1917 and the 1927 photo, and then extending the continuity between the 
two moments in her internal narrative of his execution: “Hoy lo fusilaban aquí, la gente le 
compadecía, lo admiraba, le habían hecho un gran escenario para que muriera, para que 
gritara alto, así como le gritó a Mamá la noche del asalto” (Campobello 84). Having 
layered the memory of the assault onto the photographic event of the execution, Nellie 
then displaces the soldiers of Rueda’s firing squad (operators) in her narrative of the event 
and inserts herself into the process, asserting that, “Los soldados que dispararon sobre él 
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aprisionaban mi pistola de cien tiros” (Campobello 84). She emphasizes her mental 
participation again in the conclusion of the text, reiterating the statement that the firing 
squad actually used “her” gun to kill the General: “Cuando vi sus retratos en la primera 
plana de los periódicos capitalinos, yo les mandé una sonrisa de niña a los soldados que 
tuvieron en sus manos mi pistola de cien tiros, hecha carabina sobre sus 
hombros” (Campobello 84). Because she conceives of herself as the operator, creating for 
herself the image-event of the General’s execution, Nellie is able to insist upon her own 
version of the narrative of this event—she affirms that Rueda was not executed because 
of the rebellion, but because of his actions against her mother. Nellie repeats this 
narrative, over and over: “Lo mataron porque ultrajó a Mamá, porque fue malo con 
ella. . . . Él fue malo con Mamá. Él fue malo con Mamá. Por eso lo 
fusilaron” (Campobello 84). In this way, Nellie makes the image of the general and his 
execution hers, asserting ownership over photo and event; she claims the spectrum of his 
sentencing and death, forcing it (even if only in her own mind) to conform to the 
composition that she desires. 
In “El general Rueda,” the narrator, using the photograph to create a specific, 
personal narrative replacing a public, political one, simultaneously occupies both the 
space of the operator (in her own interpretation) and of the spectator (since, in actuality, 
she is viewing the photo, not physically creating it or the moment it documents). 
However, as spectator she does not consume the image and associated narrative passively, 
but instead actively transforms the photo with the ideas she applies to it. Barthes also 
discovers this possibility as spectator, asserting that “what Marey and Muybridge have 
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done as operators I myself want to do as spectator: I decompose, I enlarge, and, so to 
speak, I retard, in order to have time to know at last” (Barthes 99). This type of active, 
interpretive operator-spectator also appears in “Las tarjetas de Martín López,” the second 
account involving the execution of Pablo López. “La muleta” and “Las tarjetas” 
essentially give the same account of Pablo’s death, passing through the same series of 
contextualizing historical facts, visual images, and details of his execution, but with an 
important distinction: “Las tarjetas de Martín López” is not focused on Pablo, but on 
Martín’s narration of his brother’s life, which is aided by a series of photographic 
postcards (“tarjetas”) that he has collected:
Martín López tenía una colección de tarjetas. En todas las esquinas se ponía a 
besarlas, por eso lloraba y se emborrachaba. Martín López era general villista, 
tenía los ojos azules y el cuerpo flaco. Se metía en las cantinas, se iba por media 
calle, se detenía en las puertas, siempre con los retratos en la mano; adormecido 
de dolor recitaba una historia dorada de balas. (Campobello 110)
Martín’s interaction with these photos is reverent—over and over, he pauses to kiss them, 
cry over them, and look through them. They are to him a relic of his brother (as he terms 
it, his “inheritance”/”herencia”), but beyond that, they are an essential part of a ritual. As 
such, they are intensely auratic, to some extent contradicting Benjamin’s assertion that 
the photograph (made both in “Little History of Photography” and “The Work of Art in 
the Age of Mechanical Reproduction”), after it has become an infinitely reproducible 
object, does not possess aura. Although these postcards are precisely the type of 
continuously reproduced image that Benjamin refers to, as they would have been 
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produced by commercial photographers in order to market as a type of touristic 
consumption of the violence of the war,  for Martín any image of Pablo would likely be 9
perceived as a unique object, encapsulating his brother’s essence in much the same way 
that Barthes finds the Winter Garden Photograph a unique representation of his mother.
For Barthes, it is only this one photograph that transmits his mother’s essence, as 
“[the] photographs of her which had left me so unsatisfied […] which phenomenology 
would call “ordinary” objects, were merely analogical, provoking only her identity, not 
her truth; but the Winter Garden Photograph was indeed essential, it achieved for me, 
utopically, the impossible science of the unique being” (Barthes 70-71). His perception of 
this photograph is defined by his relationship to his mother, and he finds significance in 
seeing this image of “the mother-as-child” after his experience in nursing her as she was 
dying: “she had become my little girl, uniting for me with that essential child she was in 
her first photograph” (72). It is significant that Barthes, though using his experience in 
encountering this photograph as a means to contemplate the essence of “the Photograph,” 
refuses to reproduce the image in the book, as, in his words, “It exists only for me. For 
you it would be nothing but an indifferent picture…at most it would interest your 
studium: period, clothes, photogeny; but in it, for you, no wound” (73). This is the 
opposite of Martín’s impulse, which is to show the photos to anyone or everyone; the 
 In his book, John Mraz gives an idea of the truly impressive distribution of the postcard industry 9
at the time. He states that “Postcards were one of the passing fads of modern visual culture; they 
enjoyed an enormous popularity between 1890 and 1920 because they brought the world and its 
events to the coffee table, where every family had its precious albums. We have no information 
about postcard circulation in Mexico, but the numbers in the United States give us an idea of their 
attraction: in 1906, 770,500,000 postcards were mailed; in 1913, the number had reached 
968,000,000.” (Mraz 65)
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difference here is not due to a contradiction of Barthes, but a reflection of different 
circumstances and a different type of narrative generated by contemplating their 
respective photographs.
Barthes quotes Valéry in the beginning of the second section of Camera Lucida in 
order to explain his purpose behind going through the photographs of his mother: “what I 
wanted . . . ’was to write a little compilation about her, just for myself’” (Barthes 63). 
The narrative he would construct would be for himself and no other; there is no element 
of the political or the public in play. In contrast, Martín and his collection of photographs 
are embedded within a context in which the firing squad and the photographer coincide, 
and photographs and film are being used by competing political factions to create and try 
to cement a political narrative of the Revolution in real time. Therefore, while Martín’s 
ritual with the photographs is intensely personal, it is not private in a solitary sense and in 
fact functions as a type of political rebellion; he kisses the images, he cries over them, he 
gets drunk while looking at them, but he also shows them to others and uses them as a 
means to illustrate the essence of his narrative about his brother and the Villistas. He 
insists: if his brother had not been wounded in the attack on Columbus,  he would not 10
have been captured; Pablo was what a man should be, “muy hombre,” and beyond that, 
what a Villista should be; that his death, far from being imposed by the opposing political 
 Attack on Columbus, New Mexico on March 8, 1916 (Katz 546), by Villista forces. Cartucho 10
emphasizes the López brothers’ role in the event, saying that the two “idearon quemar toda la 
población” (Campobello 98). 
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force as a fit punishment for his crimes,  actually represented the way that a Villista 11
should die, and was a chosen, self-actuated part of his personal narrative (Campobello 
110). Viewed through Martín López’s interpretation, the photographs of Pablo López 
actually contradict the narrative that his executioners would have sought to establish—
that Pablo was a criminal and bandido, and that the Coronel Del Arco ordering his 
execution was a brave and important leader (Campobello 98-99). Even though the firing 
squad did successfully stop Pablo’s life and transform him into a symbol that could be 
possessed, because of Martín’s ritual and communicative use of the photographs, the 
political narrative that was intended is resisted, and transformed. In this relato, the 
photographic objects designed for commercial, mass consumption, are radically 
repurposed, reclaimed for personal use, and inscribed with a new narrative. The postcards 
manage to evoke Pablo’s presence for Martín—though static images, they are inseparable 
from Martín’s remembrance of Pablo’s vivid life. They become talismans, inspiring in 
Martín a macabre type of hope for the future, since he interprets even the image of his 
brother as a dead man as part of a heroic narrative. The fate to which Martín ultimately 
aspires, and understands through the image-presence of his brother, is that of an 
appropriately masculine Villista death: “Yo tengo que morir cómo él, él me ha enseñado 
 Specifically, crimes against United States citizens. Campobello demonstrates Pablo’s hatred of 11
the Americans with three events: he orders the execution of some Americans, disregarding advice 
from other men to imply that there will be repercussions; the attack on Columbus; and finally, his 
last wish (“última voluntad”) is that an American in the crowd watching his execution be not 
permitted to watch (Campobello 98-99). While it is the Carrancista forces that execute Pablo 
(under the command of Francisco del Arco), Campobello intimates that the true impetus behind 
his sentencing is the public opinion against him in the United States. “Todas las gentes de Estados 
Unidos gritaban en su contra, lo odiaban mucho y querían verlo colgado en un 
árbol.” (Campobello 98)
!37
cómo deben morir los villistas…Mire usted, señora, mire, aquí ya está muerto. ¿Cuándo 
me moriré para morir como él?” (Campobello 110). 
In a sense, Martín López uses the photographs of his brother as a means to 
authenticate not just a new narrative of Pablo’s life, but more intensely, his legend. Here, 
I use “legend” in the same sense with which Campobello employs “leyenda.” There are 
two specific instances in which she uses the word: first, by referring specifically to “la 
leyenda negra” (as she does in “Nacha Ceniceros”), meaning the characterization of the 
Villistas as criminals and bandidos, and second, in the book’s dedication:
A Mamá, que me regaló cuentos
verdaderos en un país donde se
fabrican leyendas y donde la gente
vive adormecida de dolor oyéndolas. (Campobello 43)
In both instances—one negative,  the other ambiguous—“leyenda” is located in contrast 12
to the concept of a true story; in Cartucho, a legend is not necessarily false, but still a 
distinct type of narrative than that of truth. The “legend” in “Las tarjetas de Martín 
López” is evoked with a clear linguistic echo of the dedication, as the narrator states that 
“adormecido de dolor [Martín] recitaba una historia dorada de balas” (Campobello 110). 
It is relevant that Martín himself becomes further associated with legend in the third 
 It is significant that the text “Nacha Ceniceros” entirely revolves around the fact that there are 12
two versions of the title character’s life, the false story that prevailed in the region for a long time, 
a somewhat romanticized account of Nacha’s execution after accidentally killing the man she 
loves, and the true version, in which she survived the war, and, independent, returned to her 
damaged home and rebuilt it (Campobello 66-67). Campobello builds a parallel between the 
versions of Nacha’s story and versions of the history of the Revolution, the false account of 
Nacha’s life clearly matching “la leyenda negra.”
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section of the book, “En el fuego,” as the final four relatos all refer to him. “Las hojas 
verdes de Martín López” narrates his death in prose, explaining the level of importance 
and authority to which he’d risen in Villa’s service, and demonstrating that he had 
reached a point of such renown and infamy that the Carrancistas, upon finding his corpse, 
examined his wounds to verify his death (Campobello 152).  “Tragedia de Martín” is a 13
text in verse describing Martín’s death in the octosyllabic metric of the corrido, a popular 
genre of folk song in Mexico which originated from the tradition of the romance. In “Las 
mujeres del Norte,” a text in which women of the region recount the fates of the men of 
the region, Martín’s extraordinary prowess in battle is compared to Saint Michael 
(Campobello 156). The final text, “Ismael Máynez y Martín López” returns to the topic of 
Martín’s exploits while alive (as if Cartucho is structurally implying that he continued 
fighting after his death), describing an exceptional victory over the Carrancistas, and 
stating that, for Martín, “no le importaban las balas ni los hombres, se metía, era el vivo 
diablo” (Campobello 160). Martín, importantly, is closely associated with Villa himself—
the text asserts that he was Villa’s second in command and “el vivo retrato del general 
Villa” (Campobello 159)—and in the final relatos of Cartucho, he comes to embody a 
legend different to “la leyenda negra.” He is lauded as an exemplary Villista, larger than 
life, an unmatched fighter, a revolutionary. The book shows him living out the same 
narrative that he recounted of his brother; a positive legend, instead of a black one, 
remembered and memorialized through the textual portraits of the relatos.
 It is difficult not to associate this moment with such famous photographs as those taken of Che 13
Guevara in order to prove his death. 
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“El general Rueda” and “Las tarjetas de Martín López” represent two distinct 
possibilities of counter-narratives crafted by a spectator in possession of a photograph
—“Rueda” gives an idea of an underlying and essential personal truth, allowing the 
narrator to appropriate an event for her own internal narrative, while “Las tarjetas” offers 
an alternative, heroic and even epic legend in place of a negative, dehumanizing one. 
Cartucho also offers a third possibility for counter-narrative throughout the entirety of the 
book, by means of the photographic album. 
 Benjamin, Barthes and Sontag each discuss the album in relationship to the 
family, in fairly negative terms. Benjamin describes the historical circumstances in which 
the album became popular, stating that, “a sharp decline in taste set in. This was the time 
photograph albums came into vogue. They were most at home in the chilliest spots, on 
occasional tables or little stands in the drawing room—leather-bound tomes with 
repellant metal hasps and those gilt-edged pages as thick as your finger, where foolishly 
draped or corseted figures were displayed” (Benjamin 515). Barthes mentions that 
someone has written to him of the rumor that he was preparing “an album of family 
photographs,” and responds with harsh denial: “No: neither album nor family. For a long 
time, the family, for me, was my mother and, at my side, my brother; beyond that nothing 
(except the memory of grandparents) . . . Besides, how opposed I am to that scientific 
way of treating the family as if it were uniquely a fabric of constraints and rites” (Barthes 
74). Sontag considers the implications of the album as social rite as well, historicizing its 
practices:
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Through photographs, each family constructs a portrait-chronicle of itself- a 
portable kit of images that bears witness to its connectedness. It hardly matters 
what activities are photographed so long as photographs get taken and are 
cherished. Photography becomes a right of family life just when, in the 
industrializing countries of Europe and America, the very institution of the family 
starts undergoing radical surgery. As that claustrophobic unit, the nuclear family, 
was being carved out of a much larger family aggregate, photography came along 
to memorialize, to restate symbolically, the imperiled continuity and vanishing 
extendedness of family life. Those ghostly traces, photographs, supply the token 
presence of the dispersed relatives. A family’s photograph album is generally 
about the extended family—and often, is all that remains of it. (Sontag 8-9)
None of these assessments of the album match the function of the form as it appears in 
Cartucho, but it is useful to understand why not. The familial context and social rites 
photographically documented in the type of album to which each theorist refers do not 
figure in Campobello’s text. The explicit and implied photographs of Cartucho, with one 
exception, can be identified as public and political photographs, taken not within the 
confines of the family gathering, but in the midst of a war, distributed by means of 
postcard print and newspaper. These images created for commercial and political 
consumption are then appropriated by the people of Cartucho to serve as personal 
photographs, a means of portraying relatives, friends, and events personally experienced 
or witnessed, sometimes by the narrator herself, but frequently by her mother. 
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It is, in fact, Mamá’s relationship to the photographs and texts of Cartucho that 
elucidate the book’s third possibility of counter-narrative. Mamá is a frequent mediator of 
history for both Nellie the narrator and for Campobello the author, since Cartucho’s 
dedication (“A Mamá, que me regaló cuentos verdaderos . . . ”) ties Mamá’s perspective 
to the idea of truth from the very beginning of the book. The importance of the narrative 
that Mamá provides is emphasized time and again,  along with her insistence that Nellie 14
know, and not forget, the stories of the individuals she knew intimately—for example, 
José Beltrán in “Los hombres de Urbina” and Pablo Mares in “Los dos Pablos.” This 
relato contains the singular likely example of a “family” photograph in Cartucho, and 
demonstrates what, exactly, is Mamá’s narrative truth:
Pablo Mares era de nuestra tierra (jamás imaginó que yo le hiciera este 
verso sin ritmo); conozco su retrato y sé su cara de memoria. Me tuvo en 
sus brazos –yo era chiquita–, dijo Mamá que me durmió y me cantó. “Fue 
como un hermano mío; a todos mis hijos los quería como si fueran suyos”, 
afirmó Mamá guardando el retrato de Pablo Mares. (Campobello 142)
What Mamá insists on is a humanizing connection; this man is not just a dead Villista, 
but her countryman, who forms part of an extended, familial community. This photograph 
to her does not grant access to “an imaginary possession of a past that is unreal” (Sontag 
9), as Sontag describes the function of photos in a family album, but allows her to 
 For example, in “La camisa gris,” which also evokes photography metaphorically, the narrator 14
stresses the importance she attributes to remembering her mother’s tales: “los ojos de Mamá 
detienen la imagen del hombre que al ir cayendo de rodillas se abraza su camisa y regala su vida. 
Cuentos para mí, que no olvidé. Mamá los tenía en su corazón” (Campobello 100). 
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reassert possession over a real past—and real present—in resistance to a political 
narrative that threatens to supplant it. Mamá insists on the significance of the familial, 
regional community repeatedly, both in instruction to Nellie and in active defiance of 
political forces. In “Los heridos de Pancho Villa” she insists on moving wounded Villista 
soldiers to a religious hospital in order to protect them from arriving Carrancistas, 
explaining to these officials that she only did it to provide the wounded with care. The 
explanation Mamá offers to the Carrancistas is actually a lie, but the narrator explains the 
truth behind it: “Ellos decían que aquellos hombres eran unos bandidos, nosotros 
sabíamos que eran hombres del Norte, valientes que no podían moverse porque sus 
heridas no los dejaban” (Campobello 119). Mamá’s active resistance is also notable in 
“El general Rueda.” Max Parra notes that as she is being threatened, “her defiance is 
concentrated in her gaze: her eyes, ‘hardened’ by the experience of war, acquire the 
metallic quality of a rifle, the symbol of the popular revolutionary struggle” (Parra 66). In 
the context of Cartucho the connection of sight and machinery cannot fail to evoke 
photography, placing Mamá, even while in a vulnerable position, in the position of 
operator, able to assert her own narrative through what Parra terms “the subversive 
function of memory” (Parra, Writing Pancho Villa’s Revolution 66). 
What Mamá does individually, Cartucho does as a whole—it reaffirms the 
connections between the people portrayed, asserting a humanizing narrative that 
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contradicts political legend.  The album in Cartucho does imply the notion of extended 15
genealogy which Benjamin, Barthes, and Sontag all observe, but instead of creating a 
false narrative of ancestral connection, Campobello’s album instead affirms an underlying 
web of relationships that resist the tendency of recorded history to simplify the narrative 
of real people. The people of Cartucho are, thus, evoked for the reader of the book as real 
specifically because they are associated with the motif of photographic representation. 
This association with reality holds true even though the book describes these people 
within the context of a novel, though the author utilizes a narrative perspective that does 
not correspond with either of the two possibilities for her actual age during the events of 
the Revolution, though the chronology of events represented in the text may not be 
historically accurate, and though legend, folk song, and poetry prevail in the final third of 
the book, because, after all, the idea of realness is that which the photograph asserts. As 
Barthes observes, “in Photography, I can never deny that the thing has been 
there” (Barthes 76). 
Returning to the question of whether the photograph can speak, it is necessary to 
consider the problem of audience; the reader, viewer, or spectator also plays an active 
role in communication, and the perspective that they bring has an impact on the message 
they receive. Benjamin tried to circumvent this problem by recommending an inscription 
originating from the photographer, which would assert a narrative that could only be read 
 Parra’s argument in his chapter on Cartucho details the many ways that Mamá reasserts a 15
humanizing, nuanced representation of the Villistas and people of the region, including an 
examination of the function of orality in Campobello’s text and a consideration of the relationship 
between the domestic and public spheres. 
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in one specific way—the photograph with its association of realness could authenticate 
the text by its very nature, and the text would explain exactly what the photograph was 
meant to communicate. But both Sontag and Campobello in Cartucho demonstrate how 
such an inscription can easily be disregarded and replaced (and it is worth noting that in 
the case of Martín López’s postcards, the fact that the photographic print is an object so 
easily reproduced and removed from the context in which it was created aids in the 
rejection of the operator’s intentions and appropriation of the image/narrative). A 
spectator’s reading of a photograph—especially when informed by context, both 
knowledge of the event documented and familiarity with the subject represented—can 
supplant the original narrative attached to an image. But that does not mean that the 
photograph in Cartucho fails to be what Benjamin desires of “constructive” photography: 
capable of demonstrating reality, connections, and relationships between people, and of 
instruction. In fact, it is quite the opposite; the re-narration of the retratos in Cartucho 
deepens the possibility of what such images can communicate, and provides a means of 
resisting a State-imposed political simplification of history.  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CHAPTER TWO: “Son cuerpos, señor”: Mimesis and Montage in Elena 
Poniatowska’s La noche de Tlatelolco
Elena Poniatowska’s 1971 book La noche de Tlatelolco is unarguably one of the 
most recognizable works concerning the historical moment sometimes referred to as 
Mexico 1968. This term can be understood to encompass both the actual historical events 
transpiring within that year—the formation of the student movement, the Consejo 
Nacional de Huelga (CNH), their activities and activism, conflicts between students and 
police forces, tensions in the buildup to the 1968 summer olympics, and of course, the 
October 2 massacre in the Plaza de las Tres Culturas in the Tlatelolco neighborhood of 
Mexico City—as well an intellectual imaginary, a type of shorthand for the complex 
sociopolitical changes that both culminated in and occurred after the massacre in 
Tlatelolco.  Poniatowska’s book is one of many produced by Mexican scholars and 16
intellectuals in the years after the massacre, including José Revuelta’s Mexico ’68: 
Juventud y revolución (1978), Carlos Monsiváis’ Días de guardar (1970), Luis González 
de Alba’s novel Los días y los años (1971) and Octavio Paz’s Postdata (1970).
Arguably, in the five decades since the Tlatelolco Massacre, La noche de Tlatelolco 
has acquired the status of being the “definitive” account of the events. The idea that 
Poniatowska’s book could present one particular account may seem paradoxical, as the 
text is undeniably polyphonic, representing the voices of many different people of varied 
 In his book Photopoetics at Tlatelolco: Afterimages of Mexico, 1968, Samuel Steinberg 16
explains the use of this shorthand and its effectively synonymic terms: “What is referred to in the 
texts I read as ‘Tlatelolco,’ ‘1968,’ or the ‘Mexican student movement’ is the subjective figure of 
a process, real or imagined [. . .] which frames the period from 1968 to the present” (Steinberg 7).
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backgrounds and points of view. These are statements, or “testimonios,” made by 
participants of the student movement, survivors of the massacre, residents of Mexico 
City, and others. Interspersed among the testimonios are various other types of text: 
excerpts from political speeches, newspaper articles, and books; poems, protest slogans, 
and more. The work also includes a series of photographs, ranging from images of the 
student movement to the aftermath of the massacre. Though Poniatowska also 
contributed her own words to the text, in the first editions of the book, she does not offer 
an explicit argument regarding either the subject matter or the contents of the 
testimonios.  That is to say, Poniatowska does not offer direct instructions to the reader 17
on how to interpret the events of 1968 or the disparate components that form La noche de 
Tlatelolco; yet, a specific, dominant narrative does emerge through the reading of the 
work. In this chapter, I will examine what this narrative contains, and the means by which 
it is transmitted. In other words, I seek to answer these questions: What does the book 
communicate? How?
The similarity between the questions I am using to guide my reading of La noche 
de Tlatelolco and questions theorists have posed regarding the photograph is not 
coincidental; my approach to Poniatowska’s book was inspired by these ideas. As I 
discuss in Chapter 1, Benjamin’s “A Little History of Photography,” Barthes’s Camera 
 A recent, “special” edition of the book, published by Ediciones Era, does include a prologue by 17
Poniatowska in which she reflects on the nature of the book. This edition can be understood as an 
homage—it is a memorial to the book itself. The special edition is extremely interesting, as it is 
indicative of the way the book’s canonical status has developed and its relevance has evolved in 
different political moments, but as the purpose of this chapter is to understand the unique 
structural elements that allowed the work to communicate politically when initially published, my 
analysis will be primarily confined to the first and second editions of the book. 
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Lucida, and Sontag’s On Photography are all efforts to explore different elements of and 
means by which photographs communicate to their viewers, and in doing so, try to 
identify what exactly a photograph is. As Barthes explains, Camera Lucida grew out of 
an “‘ontological’ desire … to learn at all costs what Photography was ‘in itself’” (Barthes 
3). Like the photograph, La noche de Tlatelolco is a difficult object to describe 
ontologically.  Given the multiplicity of materials involved in Poniatowska’s work, it is 18
unsurprising that problems arise when one attempts to identify its genre. As the subtitle of 
the book is “Testimonios de historia oral,” it has an obvious relationship with the Latin 
American testimonial narrative, which I discuss below; nevertheless, the conceptual 
framework of the testimonio genre is not sufficient to understand the means by which 
Poniatowska’s book functions and communicates.
As I have posited, though La noche de Tlatelolco contains a plurality of divergent 
perspectives and materials, it manages to transmit a particular, overarching narrative; this 
is achieved through its distinctive structure. One might assume from the subtitle that 
Poniatowska’s work is a collection of testimonial statements, but it is not, as the 
testimonios and other texts as presented in the book are not complete, separate, elements 
in themselves. Instead, the texts that comprise La noche de Tlatelolco are fragmented. 
Drawn from many voices and sources, these pieces of text range in size, some shorter, 
some longer, some excerpted, divided, and even occasionally repeated; nevertheless, 
through juxtaposition and arrangement, they form a singular discursive work. 
 At least with more specificity than “book.” 18
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Like Nellie Campobello’s Cartucho, the fragmentary texts of La noche de 
Tlatelolco, as well as the book itself, can be productively understood through a 
photographic and cinematographic vocabulary. The textual fragments of La noche de 
Tlatelolco resemble images, impressions, scenes, and glimpses—brief moments of time, 
distinguished and extracted from the flow of chronology; portraits of people, distilled into 
a symbolic essence. But where Campobello’s book is an album of retratos/relatos, a 
collection of literary portraits, whose communication depends on the interpretation of the 
Operator-Spectator, Poniatowska’s is an assemblage of images that communicate through 
the way they have been selected (or, edited and cropped) and organized (or, pasted and 
spliced). This distinctive structure can be understood through the concept of montage—
specifically, through Sergei Eisenstein’s framework of intellectual montage, explored in 
the essays collected in the book Film Form. This montage structure ultimately allows La 
noche de Tlatelolco to communicate its narrative almost implicitly, as significance arises 
through the interactions between and arrangement of its fragmented components.
Before analyzing the means by which the textual portion of La noche de 
Tlatelolco uses the montage structure to advance its narrative of the events of 1968, it 
will be useful to examine how the book incorporates and understands photographic 
images. Specifically, La noche de Tlatelolco draws upon the photograph’s association 
with mimesis and authenticity, concepts particularly fundamental to the characteristics 
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the book shares with the testimonio genre.  Although the book’s distinctive structure sets 19
it apart from works considered emblematic of Latin American testimonial literature, 
which tend to be driven by individual narrators, such as Me llamo Rigoberta Menchú y 
así me nació la conciencia, La noche de Tlatelolco is similar to this and other testimonios 
in terms of the people it represents. Poniatowska’s work, though replete with many 
different types of voices, does primarily transmit the words of students who participated 
in the 1968 movement and survivors of the massacre, particularly amplifying the 
experiences of women, and thereby highlighting subaltern voices whose perspectives are 
not typically represented in “official” or “historical” accounts. In fact, the statements of 
the students, those sympathetic to their cause, and the witnesses of the massacre are 
positioned in direct contrast to the “official” recounting of these events as transmitted by 
government figures and newspapers of the time, such that the reader can easily see the 
chasm between the different versions of the history of 1968 in Mexico. The idea of 
uncovering what has been silenced and bearing witness to a misrepresented event is 
fundamental to the work, as is the idea of making visible a history that has been 
deliberately hidden.
Beyond the question of whose voices are represented and how their perspectives 
are positioned, the most important characteristic of the testimonio genre shared by 
 Of course, the notion of definitive characteristics of the testimonio genre is a matter of debate, 19
as is the question of whether La noche de Tlatelolco should be included in this genre. Many of the 
characteristics John Beverly discusses in his influential essay “The Margin at the Center: On 
Testimonio,” which takes Rigoberta Menchú as its primary example, could be applied to 
Poniatowska’s book; on the other hand, an argument could be made that Poniatowska’s role in the 
work’s creation as well as the historical context in which the book was produced set it apart from 
the testimonio “canon,” such that a canon can be said to exist. While these questions are very 
much worthy of study, an attempt to answer them is far beyond the aims of this chapter. 
!50
Poniatowska’s work is that of the impression of truthfulness—or, as John Beverly has 
referred to it, the “truth-effect” (Beverly 15). As La noche de Tlatelolco is assembled 
primarily from the words of participants of the movement and survivors of the massacre, 
it conveys a sense of rawness and authenticity in its narration of the historical moment 
and traumatic event. Even if individual voices raise contradictions and offer biased 
perspectives, they are presumed to be honestly expressing their own memories and 
opinions. The book offers very little contextual information to the reader regarding the 
means by which these statements were obtained; on this subject, Poniatowska includes a 
few sentences in her first testimonio of the second section of the text, which focuses on 
the night of the massacre, stating merely that “En su mayoría estos testimonios fueron 
recogidos en octubre y en noviembre de 1968. Los estudiantes presos dieron los suyos en 
el curso de los dos años siguientes. Este relato les pertenece” (Poniatowska 164).  The 20
reader does not know if the testimonios are the product of recorded interviews, responses 
to specific questions, or were written in the form of essays, and there is absolutely no 
information included in the book regarding Poniatowska’s decisions to excerpt and 
arrange the text as she did.  While fragments of text drawn from speeches, letters, or 21
newspapers are generally dated, with any publication information cited, testimonio 
 Unless noted otherwise, all page numbers from La noche de Tlatelolco derive from the first 20
edition of the work. Pagination between the first and second edition (released in 1998) is very 
similar, though not exact (due to the changes in material). The pagination in the recent special 
edition differs completely.
 This fact has significant implications for the question of the book’s place in the testimonio 21
genre, in light of Beverly’s assertion that “In testimonio [ . . . ] it is the intentionality of the 
narrator that is paramount” (Beverly 14). The intentionality behind La noche de Tlatelolco as an 
assembled text can only be Poniatowska’s, yet this fact is made largely invisible within the book. 
I examine this issue in greater depth later in this chapter. 
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fragments are simply attributed to individuals, usually by name and title or occupation. 
Therefore, those whose testimonios appear in the book seem to speak for themselves, 
directly to the reader, their words seemingly completely unmediated, as opposed to being 
synthesized within or slotted into a journalistic, historical, academic, or political analysis. 
This impression of immediate, direct witnessing is also emphasized by textual fragments 
in the form of transcribed conversation or overheard exclamations, which suggests to the 
reader that they are reading words that were recorded literally as they were spoken. This 
collective sense of un-manipulated documentation and faithful recording of perspectives 
and events is also supported by the integration of photographs in the book.
The first edition of La noche de Tlatelolco begins with a sequence of 49 
photographs (or 50, if one counts the cover).  These images serve to synthesize the 22
subject matter of the work and are accompanied by excerpts of text from the book. The 
relationship between the fragments of text and the photographs is the inverse of what one 
might expect of captions: the texts do not really function to explain, describe, or identify 
the photographic images, but instead, the images operate as illustrations of the texts. This 
distinction is critical to understanding the way the inclusion of these photographs 
supports the sense of authenticity and mimesis La noche de Tlatelolco seeks to create. 
To illustrate my meaning, it is necessary to closely examine what the texts 
accompanying these photographs include, and how the reader is guided in understanding 
The English edition, published as Massacre in Mexico by the University of Missouri Press, 22
includes 45 photographs, some of them different from the first and second Spanish editions and 
locates them in between the two sections of the text, translated as “Taking to the Streets” and 
“The Night of Tlatelolco.” The recent special edition in Spanish includes only 26 images in the 
beginning sequence.
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the images. The captions are all drawn from the textual portion of the book.  Some are 23
word-for-word excerpts, others paraphrase and may even tie together information and 
language from multiple testimonios. A few are adapted from the chronology included at 
the end of the book.  One is drawn from an “overheard” fragment, an exclamation from 24
the night of the Tlatelolco massacre. Two are direct excerpts from speeches included in 
the book, one by President Gustavo Díaz Ordaz (1964-1970), and the other by the 
UNAM President Jarvier Barros Sierra; notably, these are the only captions that give 
attribution to a speaker. One of the most important characteristics of all of the captions is 
the linguistic faithfulness to the testimonios—even when excerpts are paraphrased, 
modified, or combined, unique, memorable vocabulary is preserved, as is the first person 
testimonial perspective. Seventeen of the captions are articulated explicitly by either 
“nosotros” or “yo;” the “overheard” caption (“Cuidado, no muevas la camilla, la herida 
está en el vientre!”) is clearly from the perspective of a survivor of the massacre; and 
various others transmit a sense of personal, individual affect, suggested with punctuation 
and tone. For instance, the third caption reads,“¡Nunca se habían visto en México 
manifestaciones espontáneas de esta envergadura! ¡La época de oro, la más hermosa del 
Movimiento Estudiantil se dio entre agosto y septiembre!”, suggesting a sense of pride, 
 The sequence of photographs and captions is exactly the same in both the first and second 23
edition of La noche de Tlatelolco; the English edition has a similar sequence, although the 
translations make some significant changes to the captions. The recent special edition takes an 
entirely different approach to captioning the images it includes; again, this indicates that this 
edition is meant to be understood differently by its audience. 
 It is important to note that a direct connection to the testimonios is also emphasized in the 24
description of the chronology: “CRONOLOGÍA BASADA EN LOS HECHOS A QUE SE 
REFIEREN LOS ESTUDIANTES EN SUS TESTIMONIOS DE HISTORIA ORAL” (275).
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excitement, and emotional investment in the student movement; another reads “Quién 
ordenó esto? ¿Quién pudo ordenar esto? Esto es un crimen,” evoking a sense of disbelief 
and horror as part of an individual reaction to the massacre. The captions written in a 
more matter-of-fact style, in third person with minimal emotional affect, describing 
events, practices, or participants of the student movement, still echo distinct vocabulary 
and the conversational tone used in student testimonios, thus aligning the captions with a 
personal perspective.25
The cumulative effect of these elements and stylistic choices is that a reader, 
whether they study the photographic sequence before or after reading the textual portion 
of the book, will easily note the echoes and connections between the captions and the 
testimonios. However, because there is no citation included with the captions—no page 
numbers are given, there is no punctuation indicating what has been changed or 
conserved from the sources, and with the exception of the speeches, no caption includes 
attribution—the reader cannot easily compare the captions to the originals. That is to say, 
because the constructed nature of the captions is made invisible, the reader is likely to 
observe the connections, but not the differences. Therefore, the captions can appear to be 
unmediated, faithful excerpts of the testimonios, perpetuating the sense of direct 
communication to the reader and the text as “unconstructed.”
 I have not cited page numbers in my discussion of the photographic captions because the 25
photographic sections are not paginated in either the first or second editions of the book. 
Photographs are paginated in the special edition and the English editions, but as I have noted, 
both the photographs included and captions are different in these two editions. 
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As the captions are pulled from the testimonios, which themselves do not refer to 
or describe any of these photographic images, the content of their text solely connects to 
the subject matter apparently depicted in the photographs. For example, the seventh 
photograph in the sequence is of a possibly middle-aged man riding a bicycle in the 
middle of a street; he carries a poster depicting the incarcerated activist Demetrio Vallejo 
with the slogan “¡LIBERTAD A LOS PRESOS POLITICOS!”. Other cyclists, who 
appear to be younger, are visible behind him, and at the edge of the frame is a partially 
visible figure that appears to be standing in the street, holding a sign. The photograph 
appears to have been taken by someone also standing in the middle of the street. The 
caption to this image reads “Los obreros sí participaron con nosotros en el Movimiento 
Estudiantil y pedían la libertad de sus líderes, de Vallejo encarcelado desde hace once 
años, y de los presos políticos,”  and responds to the belief that the student movement 26
had no support from laborers, a matter which is discussed at some length in the 
testimonios. The placement of this caption here suggests that the man at the center is a 
laborer, participating in a demonstration with members of the student movement, though 
it does not explicitly identify him as such. There is no contextualizing information 
included to truly assert this interpretation; the reader does not know who this man is, his 
profession, nor even on which date this photograph was taken. The only visual detail that 
inarguably corresponds with the subject matter of the caption is the poster of Vallejo. This 
pattern is repeated in many of the photographs of the student movement’s activities; 
 This caption is one that paraphrases various testimonios, most notably one attributed to Ernesto 26
Olvera beginning “No es cierto que los estudiantes estuvieran solos, y que los obreros no les 
echaran ni un lazo” (Poniatowska 47). 
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people, dates, and locations are largely unidentified in the captions, and only a few 
specific visual details can be concretely associated with the subject matter discussed. 
Thus, an audience unfamiliar with images of 1968 must trust that the images actually 
correspond with the captions. Additionally, missing from the captions is contextualizing 
information for the origin of the images themselves, as none of the captions answer any 
of the following questions: Who took the photograph? Where? On what date? For what 
purpose? Was the photograph previously published? If unpublished, what private archive 
or collection did it come from?
There is of course a very logical reason for the deliberate exclusion of citation 
information for many of these photographs—State censorship. Various testimonios from 
the second half of the book describe how cameras were confiscated following the 
massacre: “Allí me encontré (en la pared de la iglesia) con los compañeros de Excélsior, 
un redactor y un fotógrafo. A Jaime González le habían quitado su cámara por la 
fuerza” (Poniatowska 188). In a recent collection of photographs and essays published by 
El Universal titled 1968: Un archivo inédito, Juan Francisco Ealy, general director of the 
paper, discusses the scarcity of images of 1968, emphasizing that even newspaper 
archives were raided: “ . . . muchos archivos periodísticos de la época fueron expurgados 
por funcionarios del gobierno” (Francisco Ealy 11). Furthermore, at the time of initial 
publication of La noche de Tlatelolco, there had been very little circulation of 
photographs of the massacre or aftermath, and identifying the photographers or owners of 
the images might have put them in danger. However, while censorship explains why this 
information is missing from some of the photographs, it is notable that citation 
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information is in fact lacking for all of the images, even those which would not be 
censored (such as the portrait of President Díaz Ordaz). 
It is essential to note that the choice to exclude information regarding the 
provenance of these images is in keeping with a particular understanding of photography 
which appears repeatedly in the text of La noche de Tlatelolco. The book’s approach to 
the photographic image, with captions relating to their the subject matter, but no 
reference to the photographs themselves, ultimately supports the book’s sense of 
authenticity and mimesis. To use Barthes’ terminology, the captions relate solely to the 
“referent (what [the photograph] represents)” (Barthes 5), but not the actual signifying 
image. Incorporating the images in this manner, the book is able to sidestep one of the 
central paradoxes of photography. As Sontag states, “A photograph passes for 
incontrovertible proof that a given thing happened” (Sontag 5), and as Barthes identifies, 
the essence of what a photograph seems to communicate is “That-has-been” (Barthes 77), 
but in actuality a photograph does not record an event—rather, it records a perspective. A 
photograph is literally a singular point of view, at a precise moment, in a precise position. 
It is a constructed object, which cannot exist without the action of photographing, 
followed subsequently by the actions of developing and publishing, all undertaken by a 
person or persons. The photographer may not have a specific design in mind for an 
image, nor exert active influence on the subject they are photographing; the person 
developing the image may not choose to employ special techniques when exposing the 
image in order to produce a particular visual effect, nor deliberately edit the image 
through cropping or retouching. Yet a photograph cannot become a finished, visible and/
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or tangible object without any intention or purpose affecting it whatsoever, since at the 
very least the person who chooses whether or not to put the photograph into circulation, 
when or where to publish it, and how to caption it, must by necessity make these 
decisions according to some agenda.
Of course, as Benjamin, Barthes, and Sontag all discuss, the potential messages 
communicated by a photograph are in no way limited by the intentions of its creator. But 
this does not mean that the initial circumstances of a photograph’s creation and 
publication are irrelevant to a subsequent interpretation of the image. For instance, as I 
argued in the previous chapter, in Nellie Campobello’s Cartucho the reinterpretation of 
photographic images created for consumerist and political purposes allows individuals to 
transform the meaning of these images and use them to support their own personal 
narratives. This act of repurposing and re-narrating the photograph includes at the very 
least an awareness of, and frequently explicit engagement and contradiction with other 
interpretations. 
The choices to exclude information regarding the photographs’ origins, the 
perspectives through which they were created, and possible prior narratives attached to 
the images, support the book’s sense of authenticity, thus, in two particular ways. As the 
images are entirely detached from the circumstances of and actors involved in their 
creation, and not even acknowledged as photographs, they appear to create a direct 
connection between the viewer/reader of the text and the events described in the captions. 
This is the same effect created by the invisibility of Poniatowska’s role in producing the 
work; the audience of the book has the sense of being presented with direct, unmediated 
!58
witnessing, of being able to see, and hear, for themselves. And, because the reader will 
still note that the images are in fact photographs, these images then serve to corroborate 
the excerpts from the testimonios with which they are captioned; as Sontag notes, 
“Photographs furnish evidence. Something we hear about, but doubt, seems proven when 
we’re shown a photograph of it” (Sontag 5).The total silence surrounding the origin of 
these photographs allows La noche de Tlatelolco to present them as proof of the accounts 
in the testimonios. Detached from the context of the moment of photographing and the 
perspective of the photographer, these photographs are treated as purely documentary. 
This function of corroboration of testimonios is particularly clear in the example of the 
photograph of the man with the poster of Vallejo. The caption of this photo is articulated 
in the first person, from the perspective of a member of the student movement, and does 
not relate a description of a scene, but instead an argument about the student movement, 
claiming that laborers did indeed support and participate in CNH activities. The 
photograph is meant to demonstrate proof of this claim, even though the text does not 
furnish the details regarding the origins of the photograph that would be necessary to 
explicitly establish a connection between the image and the caption. 
Despite the inclusion of photographs in the book, there are very few moments 
when photography is explicitly mentioned in the main text of La noche de Tlatelolco. In 
these moments, the book does draw on an awareness of the bias inherent in the 
production of photographs; nevertheless, this acknowledgement ultimately still serves to 
support the work’s philosophy of the connection between truth and photographic images, 
as well as the idea of photographs as trustworthy, direct evidence. One example is a 
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testimonio by Ana Ignacia Rodríguez, “Nacha,” describing her apprehension, arrest, and 
incarceration in Lecumberri in January 1969.  She describes having her mug shot taken: 27
“Allí nos tuvieron en el suelo tirados y como a las tres de la mañana nos retrataron de 
frente, de perfil, de tres cuartos, etcétera. Estábamos totalmente deslumbrados por los 
flashes. Ya al otro día nos comenzaron a interrogar; que quién nos daba el dinero, las 
armas, etcétera” (Poniatowska 124). The forcible creation of these photographs also 
forcibly imposes a new (and, implicitly, false) identity on the students; they are 
transformed from activists to prisoners and criminals in an official, photographic record. 
The emphasis on the intentional, almost violent creation of the mug shots suggests a 
notion of artificiality; the reader is to understand that the official narrative motivating the 
construction of these images is not to be believed. 
Quite a different example of the act of photographing can be found in the second 
half of the book, in press photographer Mary McCallen’s description of her experience at 
Tlatelolco: 
Empecé a ver todo nublado, no sé si por las lágrimas or por el agua que caía. 
Presenciaba la matanza a través de esa cortina de lluvia, pero todo lo veía borroso, 
ondulante, como mis fotografías en la emulsión, cuando empiezan a revelarse… 
No veo bien, no veo. Moqueaba, sorbía mis mocos, sacaba fotos sin ver, el lente 
salpicado de agua, salpicado de lágrimas. (Poniatowska 188)
 Located in the municipality of Venustiano Carranza, Lecumberri, popularly known as the 27
“Palacio Negro,” served as a penitentiary from 1900-1976. Many of the detained members of the 
student movement were imprisoned there. Lecumberri now houses the National Archives of 
Mexico (“El ‘Palacio Negro’ de Lecumberri”).
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Although the book acknowledges with this testimonio the participation of photographers 
in the creation of images of the massacre, it simultaneously represents the images as 
almost having an agency of their own. McCallen emphasizes that she is taking 
photographs without seeing. Her vocabulary insists that though she operates the camera, 
whatever images captured are not the result of her design or planning; rather, we can 
understand the the photographs are generated almost automatically, and whatever they 
ultimately portray will reveal the painful reality of the events, instead of a constructed 
representation. 
Finally, almost at the end of the book, a testimonio from Octavio Paz—“No creo 
que las imágenes puedan mentir … He visto noticieros, fotografías … ” (Poniatowska 
265)—explicitly asserts the book’s presumed ethos of photography: photographic images 
are, in fact, not capable of lying. I qualify this as presumed, because the book is clearly 
aware that images are constructed with a perspective, that different interpretations of 
events and images exist, and some photographs may be purposefully created to impose 
and enforce a “false” narrative. But the book relies on the possibility of an essential, 
ultimately insuppressible truth of an event, which can be encountered in photographs 
regardless of the purpose or perspective of the creator, just as it can be found among the 
testimonios, even though they are many, varied, and contradictory. Therefore, this idea of 
the “essential truth” of Mexico ‘68—which is in effect the dominant narrative of La 
noche the Tlatelolco—does not belong to any particular perspective, but rather emerges 
when all the fragmented components of the text are viewed together. However, this 
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“essential truth” does not actually emerge of its own accord out of the elements of La 
noche de Tlatelolco; instead, it is entirely dependent on the distinct structure of the book. 
It is the form, more than any other aspect of the text, that allows La noche de 
Tlatelolco to communicate. In fact, it is quite notable that attempts to explain to the book 
succinctly usually resort to alluding to its structure. The back cover copy of the first 
edition of La noche de Tlatelolco describes how the book is an “enorme testimonio 
colectivo, que a la manera de un coro plural, da la relación de los hechos.” Octavio Paz’s 
introduction in the English edition, which is not included in the Spanish edition, asserts, 
“Elena Poniatowska’s book Massacre in Mexico is not an interpretation of these events. It 
is something that far surpasses a theory or a hypothesis: an extraordinary piece of 
reporting, or, as she calls it, a “collage” of “voices bearing historical witness” (Massacre 
in Mexico vii). But, while both the concept of the chorus and the collage capture the idea 
of a plurality of fragments or individuals, joined together as a whole to communicate, 
neither form quite matches the effect of the book. Both chorus and collage imply a 
simultaneity—each voice, or each individual image, audible or visible all at once. Each 
structure also limits the understanding of the text to a singular sense of communication—
oral, or visual. The most accurate concept to describe the means by which Poniatowska’s 
work functions is that of the montage. 
While collage and montage are two closely related forms, both relying on 
juxtaposition to convey ideas, there is a difference between beyond the fact that one is 
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likely to be photographic and the other filmic.  This difference lies in the level of control 28
a creator has over the audience’s perception of their work. Through collage, as in the 
other plastic arts, an artist may introduce elements designed to direct audience attention 
in specific ways, to draw the gaze in various directions, to establish a guide for looking. 
Yet this process of audience perception, in terms of sequence and duration, cannot be 
actually dictated by the creator. A montage lends greater influence over the audience’s 
perception; a specific order of images is set, displayed for a predetermined length of time, 
in a temporality that cannot be modified by the audience.29
Beyond the possibilities for montage as a means of regulating audience attention 
to images, this structure also creates additional possibilities for communication of ideas 
and sensations through the interaction between different shots. Sergei Eisenstein explores 
these possibilities in great detail in the essays collected in the book Film Form, including 
various examples of the montage structure appearing in non-filmic art. In “Through 
Theatre to Cinema,” Eisenstein explains that one of his first experiments with montage 
occurred while staging the play The Sage, when instead of progressing through scene 
changes, multiple scenes were set up on different parts of a stage simultaneously; a 
character appearing in both scenes “ran from one scene to the other and back—taking a 
fragment of dialogue from one scene, interrupting it with a fragment from the other scene
—the dialogue thus colliding, creating new meanings and sometimes 
 And indeed, a montage can also be comprised solely of still images; photographs transposed to 28
a screen. This type of montage is also distinct from a slideshow, which is a live presentation and, 
essentially, a performance.
 At least, not before the advent of technology capable of playing back, pausing, skipping, 29
slowing, or advancing filmic images. 
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wordplays” (Eisenstein 10). He traces his inspiration for this method to literature, 
specifically highlighting a scene in Flaubert’s Madame Bovary, which he terms “one of 
the finest examples of cross-montage of dialogues, used with the same intention of 
expressive sharpening of idea” (Eisenstein 12). In this scene, the characters Emma and 
Rodolphe converse about their developing relationship, while in their near vicinity 
someone is giving a mundane, but enthusiastic speech about agriculture; Flaubert cuts 
back and forth between the dialogue and the speech on alternating lines. Eisenstein 
analyzes the effect of the scene: 
And so on, with the ‘pieces’ developing increasing tension. As we can see, this is 
an interweaving of two lines, thematically identical, equally trivial. The matter is 
sublimated to a monumental triviality, whose climax is reached through a 
continuation of this cross-cutting and word-play, with the significance always 
dependent on the juxtaposition of the two lines. (Eisenstein 13) 
While both the example of The Sage and Madame Bovary use the montage principle of 
juxtaposing scenes by cutting back and forth between moments (or “shots”) to humorous 
ends, the effect of the “sharpening of idea[s]” (Eisenstein 12) is of course not limited to 
comedy produced through wordplay or irony. At the core of Eisenstein’s concept of 
montage, no matter the tone of the work, is conflict; as he defines the term in “A Dialectic 
Approach to Film Form,” “montage is an idea that arises from the collision of 
independent shots—shots even opposite to one another” (Eisenstein 49). This collision is 
what makes possible his theory of intellectual montage, which he describes in one essay 
as “combining shots that are depictive, single in meaning, neutral in content—into 
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intellectual contexts and series” (Eisenstein 30). In other words, through cutting from one 
shot (or ideogram, or portion of a scene, or fragment) to another, the ideas, symbols, or 
images from the first shot collide with the ideas, symbols, or images of the next, and out 
of this juxtaposition, new concepts are communicated. Eisenstein also notes that because 
montage is sequential, “each perceived element is perceived not next to the other, but on 
top of the other” (Eisenstein 49); this superimposition does not just apply to filmic 
montage, but also to other forms of expression that rely on the juxtaposition of ideas in 
sequence. Thus, the ordering of shots is essential to the ideas communicated in the 
collision between them.
Viewing La noche de Tlatelolco in relationship to Eisenstein’s theories of 
montage resolves many of the ontological and semantic challenges of the work—in 
particular, it offers a solution to the problem of naming the fragments of text that 
comprise the main portion of the book. As I have discussed, these textual fragments are 
not, in fact, all “testimonios,” and those portions of text that are testimonial statements 
are not included in the form of complete testimonial narratives. However, each fragment, 
testimonio or otherwise, can be considered a textual “shot,” centered on one specific idea, 
image, or moment. Some of these shots are longer, with extended focus on one voice, 
scene, or event; others are so brief that they parallel a single cinematic frame. But just as 
Eisenstein asserts that “the shot is a montage cell” (Eisenstein 37), these fragments form 
the cells of La noche de Tlatelolco, and its dominant narrative emerges out of the 
collision between different concepts, vocabulary, images, and perspectives.
!65
For example, a close reading of a portion of the first half of the book demonstrates 
how Poniatowska’s text implicitly affirms the validity of one particular assessment of the 
participants of the student movement through the juxtaposition of contradicting 
perspectives in the textual fragments. This first half, “Ganar la calle,” essentially forms a 
cumulative portrait of the students and others of their generation. They are quite 
thoroughly, and visually, described; we read of their fashion, their hairstyles, their 
attitudes in protest, the books and pamphlets they carry, the places they frequent and the 
actions they take. The testimonio fragments differ widely in their assessment of these 
features. Statements attributed to parents frequently criticize the length of their sons’ hair 
and their daughters’ skirts; children criticize their parents for being out of touch. 
Protestors are sometimes described as unruly, entitled rioters, and other times, as earnest, 
dedicated scholars seeking only to improve their society. Through the process of 
alternating perspectives, aspects of this debate accumulate more and more meaning. For 
example, when the text begins to focus on youth style, the book offers a sequence of one 
critical parental comment about long hair, one student perspective defending his 
generation’s hairstyles, another youth criticizing her parents’ preferences, and three 
comments from mothers condemning miniskirts:
—Oye tú, greña brava, ¿qué no te di para la peluquería?
• Juan López Martínez, padre de familia
Cada uno se encierra en su medio. Los adultos ven cualquier cosa de la 
juventud como una agresión a sus principios y a sus bases morales. Así se 
explica ese ilógico ataque, por ejemplo, a las melenas. ¿Qué tienen que ver 
las melenas con la decencia o qué tienen que ver con que uno sea malo o 
sea bueno? A mí me da mucho gusto andar con la melena larga y no por 
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eso voy a ser homosexual o femenino o qué se yo. Los adultos quieren 
centrar en la longitud del pelo el sexo o la decencia.
• Gustavo Gordillo, del CNH
Mis “rucos” consideran que sus principios son inmutables.
• Gabriela Peña Valle, de la Facultad de Filosofía y Letras
¿Por qué andas tan rabona? Además,  no sabes sentarte.  Yo me moriría 
antes de usar una falda así.
• Mercedes Fernandez de Cervantes, madre de familia
¡Ciento  cincuenta  pesos  por  esa  falda!  ¡Pero  si  no  tiene  ni  treinta 
centímetros de largo!
• Elsa Treviño de Zozaya, madre de familia
—¿Por qué no mejor sales en cueros?
• Sofia Arrechiga de Toscano, madre de familia
(Poniatowska 23-24)
This sequence appears to end with Arrechiga de Toscano’s testimonio, since the next 
fragment interrupts the pattern of short, conversational exclamations. At this point, the 
critical, parental perspective regarding young people’s fashion seems to dominate in 
quantity, though it is notable that the only perspective supported by argument or 
explanation is that of the youth. 
The next testimonio fragment, a statement from Pedro Ramírez Arteaga, a 
professor of Philosophy at the Universidad de Hermosillo, Sonora, is of a different style 
and tone; it has none of the orality of the previous statements, and reads instead as an 
excerpt from an analytical essay, focusing on the student movement, the educational 
system, and their relationship to the political events of 1968. He begins by bemoaning the 
current state of education—“El rendimiento académico señala cifras desconsoladoras y la 
calidad y productividad politécnicas y universitarias no pueden ser de más bajo nivel”—
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and he proceeds to name various societal factors contributing to this state of affairs, 
including prostitution, bad teachers and students, and poor family models; he describes 
the current status of society as “un complejo ámbito en donde no hay claridad, en donde 
lo poco positivo es lento e insuficiente” (Poniatowska 24). However, Ramírez Arteaga’s 
testimonio then moves in a different direction; though he asserts that the student 
movement made mistakes, that the young people are in effect, inadequate and 
disappointing, he does not blame them for this. Rather, he sees them as products of a 
society that must change, if the situation is not to worsen: “Si no podemos encontrar 
pronto un buen camino, hay por lo menos algo que debemos afirmar con total honestidad: 
tragedias como la del 2 de octubre en la Plaza de las Tres Culturas en Tlatelolco vienen a 
engrosar la venda en los ojos y a ensangrentar la falta de esperanza” (Poniatowska 24). 
Though this fragment is in actuality focused on quite a different topic than those 
that immediately precede it, because of its placement, it can be read as responding to the 
same subject —the moral implications of youth behavior. Thus, Ramírez Arteaga’s 
testimonio in this moment pulls this topic from the private sphere into the public one, and 
shifts the consequences for this debate from personal to political. The next three 
testimonio fragments seem to resume the parent-child debate, but with criticism instead 
directed towards adult figures for obstinance. However, they also seem to respond to 
Ramírez Arteaga with the theme of teacher-student conflict, the inability of the different 
generations to communicate with each other productively, and the consequences of a 
stagnant society lacking hope:
Mis viejos son unos asnos solemnes, y mis maestros también.
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• Vera  Pomar  Bermúdez,  de  la  Escuela  de  Odontología  de  la 
UNAM
En los únicos momentos en que me llevo bien con mis papas es cuando 
vamos al cine, porque entonces nadie habla. 
• Victoria Garfías Madrigal, de la Facultad de Ingeniería de la 
UNAM
Ahora te das cuenta de por qué soy hippie.
• Eduardo Parra del Río, hippie
(Poniatowska 25)
These testimonios signal an intense frustration on the part of the students’ 
generation directed towards overly critical parents, educators who may not understand 
their students, and society at large. Though these testimonios don’t enter into direct 
disagreement with Ramírez Arteaga—in fact, they could in some ways be read as 
agreement with his analysis—the return to individual voices effectively questions the 
distance from which he makes his argument. These testimonios thus continue to draw 
upon the socio-political framing Ramírez Arteaga voices, but returns the consequences of 
this discussion to its effect on individual people. 
The next two testimonios bring the focus back to the youthful generation, with 
themes of appearance, lifestyle, and philosophies, but stand out as purely positive 
assessments of the young people from the perspective of adult figures. These two, both 
attributed to “madre[s] de familia” compare their own generation to that of their children, 
in particular celebrating the fact that young women have more agency and approach their 
romantic relationships more directly than they themselves were allowed to do. 
A mí me encanta la juventud de hoy, su moda, sus canciones, su libertad, 
su  falta  de  hipocresía,  su  manera  de  enfrentarse  al  amor  y  de  vivirlo. 
Prefiero a los Beatles que a Beethoven. ¿Cómo comparar “I’ll be mine” de 
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John  Lennon,  “The  fool  on  the  hill”  de  Paul  McCartney  con  los 
románticos de mi época? Yo viví  sentada en el  blanco diván de tul  de 
Agustín Lara, con mi pie chiquito como un alfiletero descansando en un 
cojinete; me cantaban, “Mujer, mujer divina” y el hastío era pavorreal que 
se aburría de luz por la tarde. No sé que hubiera dado porque me dijeran 
en vez de “y te has vuelto medrosa y cobarde”, “See you later, alligator, 
after a while, crocodile”, y porque las rupturas se limitaran a:
Bye bye love
bye bye happiness
Hello loneliness
I think I’m gonna cry.
• Luz Fernanda Carmona Ochoa, madre de familia
Nosotras  éramos  unas  mosquitas  muertas,  unas  “quiero  y  no  puedo”; 
cuando nos gustaba un muchacho fingíamos que no; la vida transcurría 
entre  zozobras,  recaditos,  correveidiles,  puntapiés  debajo  de  la  mesa, 
sainetes, “no metas la pata” y componendas de a tres por cinco. Todo lo 
hacíamos a  escondidas  y  yo tengo la  sensación de  haber  vivido así,  a 
escondidas;  logrando  lo  que  deseaba  a  hurtadillas  como  cuando  niña 
robaba la mermelada de la alacena de las conservas y cerraba bruscamente 
el armario con el terror de que alguien me hubiera visto . . . Por eso me 
gusta la vida de los jóvenes; prefiero mil veces la vida de mi hija a la que 
yo llevé. Sé que mi hija no me dice mentiras.
• Yvonne Huitrón de Gutiérrez, madre de familia
(Poniatowska 25-26)
While the interplay of testimonio fragments around these subjects continues, at this point 
it possible to see how out of this procession of disparate voices, a particular viewpoint 
coalesces and dominates. None of these textual fragments actually intentionally respond 
to whichever perspectives proceed and follow them; nonetheless a type of conversation, 
or better yet argument, arises from the constructed sequence. A portrait is assembled of 
the youths/students, and each visual detail’s interpretation is fiercely debated.  Is long 30
hair slovenly? Are miniskirts an indication of moral failing? Do they signal freedom? 
 My excessive use of passive voice in this paragraph is quite intentional.30
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Personal choice? The contemporary moment? Liberty? The significance of this debate is 
contextualized politically; the various interpretations are themselves analyzed and 
criticized, and an argument emerges regarding which interpretation is most valid. Luz 
Fernanda Carmona Ochoa’s testimonio contributes directly to this last step, as the 
invocation of “hypocrisy” imposes itself on the reader’s interpretation of the previous 
statements from parental and adult voices. This word casts their criticisms as superficial, 
rooted in a deliberate choice to misunderstand their children, in the current testimonio 
fragment celebrated for their attitudes of joy and love. These intellectual concepts are 
reinforced as well by Huirón de Gutierrez’s testimonio, which establishes a dichotomy 
between the two generations, with the older characterized as oppressive and ashamed, 
and the younger as honest and free. 
These two pro-youth adult voices are echoed further by the next four testimonios, 
all of which refer to the lack of communication between parents and children:
Yo soy hijo de obreros. En la noche, mis padres están demasiado cansados 
para  hablar.  Comemos.  Nos  dormimos.  Con  quienes  hablo  es  con  los 
“ñeros” en la Nocturna.
• Elpidio Canales Benítez, mandadero de Ayotla Textil
Ni siquiera entre sí hablan mis papás. En mi casa no se usa platicar. ¿Por 
qué habían de hablar con nosotros?
• Hermelinda Suárez Vergara, del salón de belleza Esperanza
En la casa, tenemos tele.
• Rodolfo Nieto Andrade, de la Vocacional 1 del IPN
¿Comunicarme con mis jefes? ¿Qué mamadas son ésas?
• Javier Garza Jiménez, de la Escuela de Ciencias Políticas de la 
UNAM 
(Poniatowska 26)
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 Placed at this point in the sequence, these youth testimonios essentially negate any 
possible validity of the preceding critical parental perspectives regarding youth style. If 
the reader were to revisit the prior testimonios, they would note that all of the negative 
adult commentaries on youth style take the form of aggressive, dismissive, dialogical 
statements directed towards their children:
“Oye tú, greña brava, no te di para la peluquería?”
“Por qué andas tan rabona? Además no sabes sentarte. Yo me moriría antes que usar 
una falda así.”
“¡Ciento cincuenta pesos para esa falda! Pero si no tiene treinta centímetros de largo!’
“¿Por qué no mejor sales en cueros?”
Each of these testimonios then is suggestive of a one-sided conversation, in which the 
parent criticizes and even mocks their child. Therefore, now that the testimonio sequence 
so concretely voices the idea that parents do not only misunderstand their children, but 
entirely fail to communicate with them, the negative parental comments actually become 
evidence supporting the youths’ argument, instead of simply articulating a different 
perspective. 
In addition to the narrative regarding the student generation created through the 
collision of different perspectives in this sequence, these testimonios also offer concepts 
related to the emotional narrative of La noche de Tlatelolco. For instance, the quotation 
of the lyrics of “Bye Bye Love” in Carmona Ochoa’s testimonio—“Bye bye love/ bye 
bye happiness/ Hello loneliness/ I think I’m gonna cry”—evokes the idea of grief; even 
though Carmona Ochoa is discussing the how the young generation approaches the end 
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of romantic relationships, these lyrics echo the mentions of tragedy and lack of hope 
raised by Ramírez Arteaga when condemning society’s ability to guide the youth in the 
pursuit of societal change, and the consequences that could ensue. This sense of pain, 
loss, and mourning will acquire even greater significance just a few fragments later, as 
the flow of this sequence of ideas seems to come to a conclusion, with a testimonio from 
Gilberto Guevara Niebla: 
Prevíamos los cocolazos, las detenciones masivas, estábamos preparados 
para la cárcel, bueno, más o menos, pero no previmos la muerte.
• Gilberto Guevara Niebla, del CNH
(Poniatowska 27)
We are reminded once again that this societal argument over the student movement did, 
in fact, have fatal consequences. Even though Guevara Niebla’s wording does not 
explicitly refer to emotional affect, juxtaposed with the extended argument over the 
inconsequential issues of fashion and behavior and following the previously mentioned 
ideas of tragedy, horror, despair, and grief, it is possible to perceive in (or project onto) 
this testimonio a sense of trauma, disbelief, pain, and regret. 
The textual fragments in the first section of the book take the form of testimonio 
statements, excerpts from speeches, newspaper articles, and other printed materials, 
protest chants, and dialogues; however, the fragments in this section do not really depict 
“action.” While some of the testimonios do relate stories of encounters and experiences, 
they are presented within a framework of memory, narrated in the past tense. However, in 
the second half of the work, which bears the same title as the book itself, “La noche de 
Tlatelolco,” some of the fragments actually take the form of “scenes,” which seem to be 
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occurring as the reader proceeds through the text. This strategy pushes the montage 
method even further, creating a clear cinematographic effect. Where the goal of “Ganar la 
calle” is to convince the reader of a particular intellectual narrative regarding the root of 
the violent events of 1968 and the student movement, “La noche de Tlatelolco” intends 
that the reader essentially experience the emotional narrative of the night of October 2, 
drawing on additional mimetic elements to essentially recreate the massacre. In 
particular, “La noche de Tlatelolco” makes use of an editing technique that does not 
appear in “Ganar la calle,” which is the creation of narrative threads of testimonio 
fragments given by particular individuals. To clarify: while in the first half of the book, 
multiple testimonios attributed to various people do appear (for instance, there are several 
testimonios from actress Margarita Isabel, from Luis González de Alba, and many other 
participants of the student movement), in “Ganar la calle” there are no connections 
between each individual’s various testimonios; these fragments are each entirely self-
contained, and form part of the overall flow of ideas of the book. In “La noche de 
Tlatelolco,” however, the multiple testimonios of particular individuals, combined 
together, form their own cohesive narratives. In each of these narratives various 
fragments deriving from the same person form a storyline, which is then intercut with 
other textual fragments attributed to other people and sources. Thus, it is possible to read 
the entirety of “La noche de Tlatelolco” almost “shot for shot,” considering each 
individual textual fragment as a filmic shot, with the text as a whole cutting back and 
forth between different “scenes,” utilizing the montage method in order to produce a 
rhythmic, emotionally dramatic effect. To analyze the entirety of the second half of the 
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book in this manner in this study would be excessive, but a close reading of the beginning 
of “La noche de Tlatelolco” will elucidate what the montage form achieves in this 
section. 
The first four portions of text of “La noche de Tlatelolco function almost as 
“establishing shots,” in the sense that they provide the reader with a broad, metaphorical, 
view of the October 2 massacre. The first text is a poem by Rosario Castellanos, 
“Memorial de Tlatelolco,” which evokes imagery strongly associated with the massacre
—night, bright flashes of light, people fleeing, lost shoes, jail cells, the wounded in 
hospitals, and the empty plaza of the following day. The poem is followed by the 
previously mentioned note authored by Poniatowska which refers to the collection of the 
testimonios, emphasizing that the narrative conveyed in the book belongs to those who 
voiced the testimonios, going on to acknowledge the presence, or rather, dominance, of 
maternal voices in this part of the narrative, thanking those who lost children in particular 
for sharing their stories. 
The text next cuts to a selection of newspaper headlines published on October 3, 
1968. They are presented without commentary; the reader will note that these headlines 
generally describe the event as a battle between the Mexican army and a group of armed 
opponents implied to have instigated the violence—“Francotiradores,” “Terroristas,” 
“Criminal Provocación,” “Manos Extrañas,” etc. (Poniatowska 164-5)—and frequently 
emphasize the military casualties over civilian ones. This is followed by six pages of 
synthesis of information from testimonios, newspapers, and other documents, authored 
by Poniatowska, tracing the general chronology of the massacre, the details reported by 
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the media in the days following, and what was and was not known regarding the actual 
death count and mechanisms and decisions that triggered the conflict. It is important to 
note that Poniatowska frames this information as originating from the testimonios by 
beginning this portion thusly: “Todos los testimonios coinciden en que la repentina 
aparición de luces de bengala en el cielo de la Plaza de las Tres Culturas de la Unidad 
habitacional Nonoalco-Tlatelolco desencadenó la balacera que convirtió el mítin 
estudiantil del 2 de octubre en la tragedia de Tlatelolco” (Poniatowska 166). 
These first four textual elements all serve to introduce the night of October 2, 
1968, first poetically, then reflectively, then presenting the “official” version of the events 
as transmitted by media, then synthesizing a historical account from the testimonios that 
will follow. At this point there is a visual division in the text, a horizontal line stretching 
across the page after the conclusion of Poniatowska’s overview of the event. After this 
line, we enter into the narratives which serve to reconstruct the night itself; this 
reconstruction is not chronological, but chaotic, jumping back and forth in the timeline of 
the massacre and its aftermath, alternating between the stories of mothers and siblings 
searching for their family members, military reports, excerpts from newspaper stories, 
description of experiences during the massacre, and “overheard” pieces of dialogue or 
exclamations from the night of October 2. The first testimonio is from anthropologist 
Margarita Nolasco recounting the experience of fleeing the plaza, and emphasizes an 
important visual detail—the sight of blood. “Pero había mucha, mucha sangre, a tal grado 
que yo sentía en las manos lo viscoso de la sangre. También había sangre en las paredes; 
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creo que los muros de Tlatelolco tienen los poros llenos de sangre. Tlatelolco entero 
respira sangre” (Poniatowska 171).
Nolasco’s testimonio represents the first close visual “shot” of the narrative; from 
her perspective, we cut to two matter-of-fact fragments of text, the first announcing the 
death of Professor Leonardo Pérez González, and the next, a statement from Ernesto 
Morales Soto, a captain of the Batallón Olimpia describing the instructions he received 
and actions taken by the armed forces under his command before the beginning of the 
massacre. 
The next fragment of text, which reads merely “Son cuerpos, 
señor . . .” (Poniatowska 172) will reappear multiple times in “La noche de Tlatelolco;” 
in fact, it is also the very last testimonio of the book. It is always attributed exactly the 
same way: “Un soldado al periodista José Antonio del Campo, de El Día.” This 
statement, echoing throughout the second half of the book, serves as an abrupt 
interruption each time it appears, signaling a jump in time and tone between different 
voices, as well as (re) grounding the narrative with an assertion of the most fundamental 
evidence of the massacre—dead bodies. The next testimonio continues Nolasco’s 
narration, still focused on what she witnessed after the massacre had already begun; she 
enumerates the number of bodies she saw, and recounts screaming at soldiers not to kill a 
young boy. 
The next five fragments of text are testimonios from students and witnesses 
focused on the beginning of the massacre, and each brings focus to a different visual 
image occurring at roughly the same instant of time—the moment when the violence 
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began. First, the helicopter that begins to fire down onto the people gathered for the 
meeting; second, a description of the layout of the Plaza; third, an image of the blue hats 
of railroad workers in the crowd; in the fourth, a student describes, “Yo estaba 
repartiendo propaganda y juntando dinero para el CNH cuando las tres luces verdes 
salieron por detrás de la iglesia” (173). In the fifth and final “shot” of this sequence, we 
cut back to the helicopter once more, descending towards the plaza and firing into the 
crowd. This montage sequence cycles the reader in and out of the moment, just before 
and just after the initial attack, but because we begin with the shots firing from the 
helicopter, when the focus pulls back out to the plaza and the crowd, the idea of the 
bullets descending remains superimposed on the images of Tlatelolco pre-massacre, 
creating a sense of impending, inescapable destruction. 
The next three fragments remain focused on the image of the helicopter, but jump 
in time and perspective: the first is a survivor’s testimonio, explaining that since 
Tlatelolco, she cannot see a helicopter without reacting in fear; the next, an excerpt from 
a newspaper article claiming that the helicopters were merely keeping watch over the 
meeting, and exchanged shots in response to sharpshooters stationed on the buildings, 
noting that one of the copilots was wounded; the last, a testimonio from a witness 
explaining that the helicopter was so close, she could see the face of the man firing:
Desde  entonces  no  puedo  ver  un  helicóptero  sin  que  me  tiemblen  las 
manos. Muchos meses después de haber visto —y eso, desde mi coche— 
al helicóptero disparar sobre la multitud, no pude escribir a mano de tanto 
que me temblaba . . . 
• Marta Zamora Vértiz, secretaria
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Dos helicópteros que mantenían vigilancia desde el aire sobre el desarrollo 
del mitin estudiantil descendieron y sus tripulantes dispararon contra los 
tiradores que se encontraban en los azoteas de los edificios.
Se sabe que el copiloto de una de esas naves resultó con un balazo 
en  el  brazo,  cuando  un  francotirador  le  hizo  varios  disparos  desde  el 
edificio Chihuahua. La nave se alejó rumbo al Aeropuerto Internacional 
rápidamente.
• “Hubo muchos muertos y lesionados, anoche”, La Prensa, 3 de 
octubre de 1968
Podría reconocer al hombre que iba disparando desde el helicóptero, de lo 
cerco que pasó.
• Ema Bermejillo de Castellanos, madre de familia
(Poniatowska 174)
 Once again, each of the ideas encapsulated in these fragments is layered upon each other. 
All three texts focus on the same visual motif, but from incongruent perspectives, and 
thus the collision in interpretation regarding the presence of the helicopter makes starkly 
obvious the contradictions between the official and personal accounts of the event. 
One of the most temporally complex sequences of “La noche de Tlatelolco” 
revolves around the individual narrative of Diana Salmerón de Contreras: 
Perdimos de vista a Reyes y oí un grito de mi hermano: “¡No me sueltes!” 
Nos agarramos de la mano fuertemente. Me fui hacía la derecha, tratando 
de llegar al jardín donde están las ruinas. Muchos estaban allí intentando 
esconderse  de  la  terrible  balacera  que  venía  de  todas  direcciones.  El 
impacto de los proyectiles se imponía sobre los otros sonidos y una lluvia 
de fragmentos producidos por las piedras de las ruinas bajo el impacto de 
las  balas  se  batía  sobre  nuestras  cabezas.  Todavía  tenía  firmemente 
agarrada la mano de mi hermano a pesar de que había personas que se 
habían  interpuesto  entre  nosotros  y  traté  de  jalarlo  hacia  mí.  Algunos 
estudiantes entre nosotros habían caído, unos muertos, otros heridos. A mi 
lado estaba una muchacha que había sido tocada en la cara por una bala 
expansiva.  ¡Qué  horror!  Todo  el  lado  izquierdo  de  su  cara  había  sido 
volado.
Los  gritos,  los  aullidos  de  dolor,  los  lloros,  las  plegarias  y  el 
continuo y ensordecedor ruido de las armas, hacían de la Plaza de las Tres 
Culturas un infierno de Dante.
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• Diana Salmerón de Contreras 
(Poniatowska 183-184)
This scene begins with Salmerón de Contreras’ narration of her experiences during the 
massacre in the past tense, just like the preceding testimonios recounting what was 
witnessed. However, immediately after the first testimonio of Salmerón de Contreras’ 
storyline, the text cuts to a sequence of four fragments, beginning with an “overheard” 
fragment articulated in the present tense which brings the “action” of the narrative 
sequence into the plaza itself:
¡Un médico,  por  favor,  por  piedad,  por  lo  que  usted  más  quiera!  ¡Un 
médico, por Dios!
• Olga Sánchez Cuera, madre de familia
¡No  dejan  entrar  a  las  cruces!  Llegaron  aullando  como  locas.  Las 
detuvieron; les pideron que apagaran su sirena, su luz.
• Berta Cárdenas de Macías, habitante de la Unidad Nonoalco-
Tlatelolco
¡Les dije a todos que la plaza era una trampa, se los dije! ¡No hay salida! 
¡Más claro lo querían ver! Les dije que no había ni por donde escapar, que 
nos quedaríamos todos encajonados allí, cercados como en un corral. ¡Se 
los dije tantas veces, pero no!
• Mercedes Olivera de Vázquez, antropóloga
Amo el amor.
• Botón hippie encontrado en la Plaza de las Tres Culturas
(Poniatowska 184)
The first testimonio of this sequence in fact seems to be an example of Salmerón de 
Contreras’s description of the sounds of the plaza (“gritos,” “aullidos de dolor,” “lloros,” 
“plegarias”)—a cry for help by someone present in Tlatelolco. Following Sánchez 
Cuevas’ fragment are two that cannot be precisely chronologically placed; the first begins 
in the present tense, but moves to the past, and the second is articulated entirely in the 
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past, but is suggestive of an immediate emotional reaction to the trauma of the massacre. 
Thus they maintain a sense of closeness to the present tense “action,” but also introduce 
an idea of futility, foreshadowing the mourning and destruction that will follow the night 
of October 2. The next fragment of text is again a temporal interruption, this time 
jumping forward to the aftermath of the massacre; we zoom in on one piece of debris, a 
hippie button, and its slogan, “Amo el amor,” creates a strong sense of irony juxtaposed 
with the fragments demonstrating the panic, chaos, and pain experienced by the victims 
and survivors of Tlatelolco.
The next fragment resumes Salmerón de Contreras’s account. Though it remains 
in the past tense, like her previous testimonio, the viewpoint changes from a general 
description of the surrounding scene to focus on her own experiences over a few 
particular moments, as she realizes her brother has been wounded. The testimonio moves 
back and forth then between a future, retrospective view (“Después pensé que si hubiera 
sabido . . . ) and in-the-moment, detailed, past tense narration of the scene: 
Jalé el brazo de mi hermano: “Julio, ¿qué te pasa?” Lo volví a jalar, sus 
ojos estaban muy tristes y entreabiertos y pude oír sus palabras: “ . . . Es 
que . . . “
No pude pensar en nada. El tremendo apretujamiento de la gente 
hacía difícil oír. Después pensé que si hubiera sabido, si me hubiera dado 
cuenta  de  que  Julio  ya  estaba  muriéndose,  hubiera  hecho  algo 
descabellado en ese mismo momento y lugar. 
Más  tarde  algunos  de  los  soldados  que  habían  disparado  a  los 
edificios  que  rodean  la  Plaza  se  nos  acercaron.  El  olor  a  pólvora  era 
insoportable. Poco a poco la gente nos hizo un lugar para que me pudiera 
acercar a Julio: “Hermano, contéstame.”
—Debe estar herido —Me dijo una mujer—. Afloje su cinturón.
Cuando  aflojé  su  cinturón,  mi  mano  se  hundió  en  una  herida. 
Después en el hospital supe que había sido tocado tres veces; una en el 
estómago, otra en el cuello, y otra en la pierna. Estaba muriéndose.
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• Diana Salmerón de Contreras
(Poniatowska 185)
The next testimonio jumps explicitly back into the present tense perspective of the night 
of October 2, and is followed by another piece of Salmerón de Contreras’ story. However, 
her story is no longer mediated by her past tense narration; this fragment consists only of 
present-tense dialogue, as if we are actively watching this moment, instead of listening to 
her describe it:
¡Ya basta! ¿A qué horas se va a acabar esto?
• Pedro Díaz Juárez, estudiante
Hermanito, ¿qué tienes? Hermanito, contéstame . . . 
• Diana Salmerón de Contreras
El fuego sobre el Edificio Chihuahua alcanzó tal magnitud que, cerca de 
las 19 horas comenzó a incendiarse gran parte del edificio. 
Durante  largo  tiempo  se  prolongó  el  siniestro.  Las  llamas 
alcanzaron del piso diez al trece y muchas familias tuvieron que salir de la 
zona,  en  medio  del  intenso  tiroteo,  cargando  a  sus  pequeños  y 
arriesgándose a ser heridos. Así, vimos a muchos otros caer heridos por las 
balas.
• Jorge Avilés R., reportero. “Durante Varias Horas Terroristas y 
Soldados  Sostuvieron  Rudo  Combate”  El  Universal,  3  de 
octubre de 1968
(Poniatowska 185)
The next fragment cuts away from Salmerón de Contreras’ account with a threefold 
collision: the focus moves to a different image, the fire in the Chihuahua Building; the 
focus changes to a past-tense account, emphasizing the casualties of the event; and the 
perspective is that of a newspaper story of ambiguous political alignment—the excerpted 
text itself does not mention a specific party responsible for the fire and gunfire, but the 
headline of the article does allude to “Terrorists.” For the next page and a half, Salmerón 
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de Contreras’ story then alternates with excerpts from newspapers, which describe in 
detail the chaos and horror of the plaza, but from a certain position of detachment; 
although the journalists seem to be recounting what they have seen, they are not 
describing their own personal experiences, as she is:
Hermanito,  háblame  .  .  .  ¡Una  camilla,  por  favor!  Hermanito,  aquí 
estoy . . . ¡Una camilla! . . . ¡Soldado, una camilla para una persona herida! 
. . . Hermanito, ¿qué te pasa? . . . Hermano, contéstame . . . ¡Una camilla!
• Diana Salmeron de Contreras
Varios cadáveres en la Plaza de las Tres Culturas.  Decenas de heridos. 
Mujeres  histéricas  con  sus  niños  en  los  brazos.  Vidrios  rotos. 
Departamentos  quemados.  Las  puertas  de  los  edificios  destruidas.  Las 
cañerías de algunos, rotas. De varios edificios salía agua. Y las ráfagas aún 
continuaban.
• “Se Luchó a Balazos en Ciudad Tlatelolco, Hay un Número 
aún  no  Precisado  de  Muertos  y  Veintenas  de  Heridos”, 
Excélsior, 3 de octubre de 1968 
Ahora que Julio y yo estábamos juntos pude levantar la cabeza y mirar 
alrededor. Mi primera impresión fue de las personas que estaban tiradas en 
la Plaza; los vivos y los muertos se entremezclaban. Mi segunda impresión 
fue que mi hermano estaba acribillado a balazos.
• Diana Salmerón de Contreras
Quien  esto  escribe  fue  arrollado  por  la  multitud,  cerca  del  edificio  de 
Relaciones Exteriores. No muy lejos se desplomó una mujer, no se sabe si 
lesionada por algún proyectil o a causa de un desmayo. Algunos jóvenes 
trataron de auxiliarla, pero los soldados lo impidieron. 
• Félix Fuentes, reportero, “Todo empezó a las 18.30 Horas”, La 
Prensa, 3 de octubre de 1968
—¡Soldado, una camilla, soldado!
—¡Cállate y échate si no quieres dos! —contestó el “heroico Juan”, como 
los llama el presidente. Insistí e insistí. De pronto, se acercó un estudiante 
de medicina:
—¡Este muchacho necesita ser llevado a un hospital, rápido! —le dijo al 
soldado. 
—Cállate, hijo de la chingada.
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Todos  los  que  miraban  se  unieron  y  empezaron  a  gritar:  “Una 
camilla.”
Se improvisó una camilla con algunos tubos y un abrigo, pero el 
estudiante de medicina que nos ayudó fue detenido.
• Diana Salmerón de Contreras
(Poniatowska 186-187)
Notably, certain details included in the newspaper excerpts—“Mujeres histéricas con sus 
niños en los brazos,” “No muy lejos se desplomó una mujer, no se sabe si por algún 
proyectil o a causa de un desmayo” (186)—echo Salmerón de Contreras’ personal 
narration, such that the reader might perceive them as recounting her story (or a story 
very like hers), but from a contrasting perspective. Meanwhile, Salmerón de Contreras’ 
story develops a sense of increasing desperation and urgency, as she tries to help her 
brother, starts to realize the extent of the casualties around her and the wounds her 
brother has suffered, and pleads for help to a soldier (who she ironically refers to as 
“heroic Juan,” referring to Díaz Ordaz’s praise of the armed forces) who threatens to 
harm her too, and finally, the medical student who tries to help her is arrested. As her 
narrative builds increasing dramatic tension within itself, the cuts to the different 
perspectives in other fragments, and the shifts in the verb tenses between each portion of 
her testimonio, produce a sense of a continuously accelerating rhythm, and heighten the 
emotional stakes of her story. 
After this fragment, which could be considered the emotional apex of her story, 
Salmerón de Contreras’ narrative continues, but with more and more fragments from 
different perspectives interspersed between each of her testimonios. The text also initiates 
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a new individual storyline as the sequence continues, that of Elvira B. de Concheiro, who, 
like Salmerón de Contreras, is desperately trying to aid a family member—her son.
En  unos  minutos  aquello  era  un  infierno.  El  rugido  de  las  armas  era 
ensordecedor. Los cristales de los departamentos volaban hechos añicos y 
en el interior las familias, locas de terror, trataban de proteger a sus hijos 
más pequeños. 
• Jorge Avilés R., redactor, “Durante Varias Horas Terroristas y 
Soldados  Sostuvieron  Rudo  Combate”,  El  Universal,  3  de 
octubre de 1968
¡Lucianito está allá adentro!
• Elvira B. de Concheiro, madre de familia
—Déjenme ir con él, soy su hermana!
Entonces me dieron permiso de seguir a la camilla. Subí con mi 
hermano a la ambulancia militar.
• Diana Salmerón de Contreras.
ÚNETE-PUEBLO-ÚNETE-PUEBLO-ÚNETE-PUEBLO-ÚNETE-
PUEBLO-
Coro en manifestaciones
Hermanito, ¿por qué no me contestas?
• Diana Salmerón de Contreras
(Poniatowska 187)
The interruption of the protest chant “ÚNETE-PUEBLO” into the denouement of 
Salmerón de Contreras’ storyline is particularly significant. This is the only example of a 
chant in the second half of the book, and its placement in this moment creates a profound, 
though somewhat ambiguous, disruption. As this chant first appears almost at the very 
beginning of the “Ganar la calle” (it is the fifth fragment of the first section of the text) 
placed in the midst of accounts of death and suffering, it produces an almost painfully 
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ironic flashback to the sense of optimism and hope characterizing the attitudes of 
members of student movement at its inception. There is yet another layer of irony in the 
call for unity, given how many testimonios in “La noche de Tlatelolco” describe the 
crowd in the plaza literally disuniting, fleeing in different directions, as well as the fact 
that the massacre essentially marked the end of the student movement. However, the 
chant’s specific placement within Salmerón de Contreras’ testimonial arc also echoes the 
moment she pleads for a stretcher, when “Todos los que miraban se unieron y empezaron 
a gritar: “Una camilla” (Poniatowska 187). This multi-way collision of hope, pain, unity, 
and loss gestures towards the possibility of communal survival. 
This specific conflict/combination of emotional ideas is, effectively, the 
overarching narrative of the second half of La noche de Tlatelolco, which ultimately is 
not concerned with recreation in the sense of the objective details of the event, but rather 
as the collective experience of trauma. Such experience is subjective and non-linear, full 
of repetition, superimposition, and layering of ideas and images. Nevertheless, the 
mimesis of La noche de Tlatelolco is still designed to be coherent; the key to this 
coherence lies in Elena Poniatowska’s role in the text’s production. 
Description of Poniatowska’s role is often somewhat paradoxical; Octavio Paz in 
his introduction to the English edition seems to attribute the language of the text 
simultaneously to Poniatwoska and to others: “In Massacre in Mexico she uses her 
admirable ability to listen and to reproduce what others have to say to serve the cause of 
history. Her book is a historical account and at the same time a most imaginative 
linguistic tour de force” (Massacre in Mexico vii-viii). Beth Jörgensen notes that 
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Poniatowska’s strategies for acknowledging her own words in the text work to 
simultaneously assert editorial authority as well as emphasize absence from the rest of the 
text:
In addition to these paragraphs, four other passages within the text are signed 
“E.P.,” including a newspaper article written by Poniatowska and an introduction 
to the second half of the book. The significance of her initials is double. On the 
one hand, it signals her presence and her responsibility for the content of a few, 
specific fragments. It makes the figure of the editor visible to the reader and 
establishes her authority. But on the other hand, by announcing that “here I am,” 
“I wrote this,” “this is my contribution,” it implies that she is somehow absent 
from the great majority of the document, that she didn’t intervene in a hundred 
other places. The initials “E.P.” are, therefore, a strategy to erase the editorial 
presence and at the same time to make it very concrete by pretending to limit it to 
a few appearances. (Jörgensen 82-83)
Jörgensen ultimately argues that the intention behind Poniatowska’s production of La 
noche de Tlatelolco is to serve as a mediator of a diverse number of voices, comparing 
her book to Visión de los vencidos and her role to that of Fray Bernardino de Sahagún: 
“Both are interlocutors and chronicler/editors, carrying out the recuperation of a history 
that their own society seeks simultaneously to destroy” (Jörgensen 95). 
Jörgensen further claims that “By carrying out a dialogue with the silenced 
protagonists of 1968 and with the Mexican past, La noche de Tlatelolco and Elena 
Poniatowska oppose the monolithic discourse of authority and propose a creative, 
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responsible distribution of discursive power” (Jörgensen 99). Samuel Steinberg’s 
discussion of La noche de Tlatelolco in his book Photopoetics at Tlatelolco: Afterimages 
of Mexico, on the other hand, questions this assertion, critiquing Poniatowska’s book for 
limiting possible understanding of the political significance of the 1968 and replicating 
and reinforcing a hegemonic narrative of Mexican history, claiming that “This traumatic 
rendering stands not as resistance to the logic of the Mexican state, but, rather, as its 
rebirth through the redeployment and renewal of Mexico’s traumatic origin 
story” (Steinberg 112). 
Paz’s description simultaneously represents Poniatowska as recorder and creator
—to use a visual metaphor, his discussion of her role suggests that she is both camera and 
painter—but neither option acknowledges the intentionality in crafting a narrative 
required to create such an intricately structured work. Jörgensen does acknowledge the 
deliberate editing of the text—as well as the deliberate obscuring of Poniatowska’s role 
within it—but still asserts that the ultimate intent is to represent the voices of those who 
have been marginalized. Steinberg’s assessment of the affective narrative of the text is 
that the centering of trauma ultimately silences the voices the text purportedly represents. 
I would assert that that another possibility should be considered.
While I claimed at the beginning of this chapter that Poniatowska, in her 
contributions to the book, does not offer an explicit argument regarding how the textual 
material of the book or the subject matter should be interpreted, I would argue that the 
texts she authored do, in fact, articulate the dominant narrative of the book. The first of 
her texts, which is effectively the first testimonio of the book, is essentially an ekphrastic 
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description of the photograph that provides the cover image to the first and second 
editions of the book. This testimonio begins: 
Son muchos. Vienen a pie, vienen riendo. Bajaron por Melchor Ocampo, la 
Reforma, Juárez, Cinco de Mayo, muchachos y muchachas estudiantes que van de 
brazo en la manifestación con la misma alegría con que hace apenas unos días 
iban a la feria; jóvenes despreocupados que no saben que mañana, dentro de dos 
días, dentro de cuatro estarán allí hinchándose bajo la lluvia, después de una feria 
en donde el centro del tiro al blanco lo serán ellos . . . (Poniatowska 13)
In this excerpt—not even the complete first sentence—already manifest are the key 
concepts of the dominant narrative of the book: empathy for the students, celebration of 
their joy, mourning for their deaths, a superimposition of both the occasion of the 
massacre and the optimism of the movement. This visual image encompasses the sense 
that drives the text. It is de-personalized and decontextualized; individuals are not 
mentioned, and it is understood to stand in for every march, every protest, representing 
not a specific moment, but the essence of “Mexico 68” that Poniatowska perceives and 
thus relates. I would argue that the text of La noche de Tlatelolco, though assembled 
primarily of others’ voices, is fundamentally representative of Poniatowska’s own 
experience of processing the event; in fact, comments attributed to the author herself 
support this assertion. Sergio Aguayo, quoting an interview with Poniatowska, explains 
that she described the process of building the text as “seleccionando los párrafos de cada 
entrevistado que a mí me emocionaban y así fui construyendo el libro” (Aguayo 139). 
Borrowing the filmic structure of montage, thus, Poniatowska acts as a cinematographic 
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editor, transmitting this narrative through the process of juxtaposition and ordering of the 
fragments that affected her personally. 
It is worth returning briefly in conclusion to the question of La noche de 
Tlatelolco’s status as one of, if not the, most recognized and canonized accounts of 
Mexico 1968. As I discussed in a note at the beginning of this chapter, the recent special 
edition of the text is indicative of a fundamental change within the book’s function from 
when it was first published. As I note, this special edition is effectively an homage, or 
memorial, to the book itself, and the inclusion of Poniatowska’s prologue and new 
approach to integration of photographs are indicative that La noche de Tlatelolco 
functions now primarily as an historicizing account of the student movement and October 
2 massacre. The problems of historicization and memorialization, and the question of 
whether these practices can serve an effective political purpose, are of central concern to 
my next chapter. 
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CHAPTER THREE: Visualizing Ayotzinapa: Lecciones del 68, Plataforma 
Ayotzinapa, and the Antimonumento +43
On September 26, 2014, students from the Ayotzinapa Rural Teacher’s College  31
were attacked in the city of Iguala in the southwestern state of Guerrero, Mexico. 
Testimonies from student survivors and other witnesses, collected in John Gibler’s Una 
historia oral de la infamia (2016),  describe the chaos of the night, a series of attacks in 32
multiple locations against buses carrying students from Ayotzinapa, a bus carrying a 
youth soccer team, and other cars on the highways outside of Iguala (Gibler, I Couldn’t 
Even Imagine that They Would Kill Us 17). Student and witness accounts as reported in 
Gibler’s book reveal that the attacks were simultaneous and coordinated, and perpetrated 
by “Municipal, state, and federal police, along-with civilian-clad gunmen,” and by 
morning, six people were dead, dozens seriously wounded, and 43 students of the 
Ayotzinapa school had been forcibly disappeared (Gibler, I 17). The events of this night, 
together with the federal and international investigations and activism that followed, are 
frequently referred to as the Ayotzinapa case; in Spanish, el caso Ayotzinapa.
 Also known as the Raúl Isidro Burgos Rural Teacher’s College, or in Spanish, the Escuela 31
Normal Rural Raúl Isidro Burgos.
 Gibler’s book was recently published in English translation as I Couldn’t Even Imagine That 32
They Would Kill Us: An Oral History of the Attacks Against the Students of Ayotzinapa by City 
Light Books; the English edition also includes a prologue by Ariel Dorfman, as well as a 
Foreword and Afterword authored by Gibler which provide additional historical and cultural 
context for English-speaking readers. The Foreword and Afterword also describe the investigation 
conducted by the Mexican government, the criticism leveled against the government’s supposed 
“verdad histórica,” as well as the the independent investigation conducted by the Grupo 
Interdisciplinario de Expertos Independientes supported by the Inter-American Commission on 
Human Rights. 
!91
Civilian response to the attacks was essentially immediate; Gibler’s book notes 
that parents of missing students began to gather at the college on September 27 (Gibler, I 
223). News of the attacks and disappearances also began to circulate on social media 
almost immediately,  reaching an international audience through Twitter, Youtube, and 33
Facebook, associated with notable hashtags including #TodosSomosAyotzinapa, (as well 
as #AyotzinapaSomosTodos) #FueElEstado, #AyotzinapaCrimenDeEstado, #NosFaltan43 
and more. The official response was quite different. According to Gibler: 
From the beginning, the Guerrero state and Mexican federal governments lied 
about the attacks that took place that night in September. They minimized the 
significance of the disappearances and told stories of “confusion”—for example, 
that the “narcos” mistook the Ayotzinapa students for a rival drug gang. They 
tried, in various different ways, to blame the students for the violence they 
suffered . . . Only a few days after the attacks, when it became clear that police 
had forcibly disappeared the 43 students, and upon observing the government’s 
initial response (lies, rumors, trivializing the attacks, ignoring the parents), it also 
seemed clear that the government would do everything in its power to make it 
impossible to find the 43 students, and equally impossible to know what happened 
that night in Iguala. (Gibler, I 17-18)
In the months following the attacks, searches for the students, presumed dead, resulted in 
the discovery of a number of mass graves in the region, though none of the bodies 
 For instance, the first appearance of #TodosSomosAyotzinapa available at the time of writing 33
dates to the morning of September 27, 2014 (@CNEstudiantil). 
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belonged to the 43. The official explanation for the disappearance, termed the “verdad 
histórica,” was announced on November 7, 2014 by former attorney general Jesús 
Murillo Karam, and was that the missing students had been murdered by a drug gang and 
their bodies had been burned in a trash pit in Cocula, Guerrero; however, this story is 
contradicted both by the fact that it rained that night as well as testimonies from Cocula 
sanitation workers (Gibler, I 228, 248). While one bone fragment, supposedly recovered 
from the San Juan River which runs through Cocula, was identified as belonging to 
Ayotzinapa student Alexander Mora Venancio, there is also substantial evidence 
suggesting that these remains were planted in this location by members of the federal 
investigation (Gibler, I 241, 252). As of June 2018, none of the other 43 missing students 
have been located, alive or dead. 
Activism regarding Ayotzinapa is still ongoing; the families of the disappeared 
and students of the Teacher’s College continue to protest, demanding both the (safe) 
return of the missing students, the truth of what happened on September 26, 2014, and for 
those responsible to be held accountable.  An independent, international group (the 34
Grupo Interdisciplinario de Expertos Independientes, or GIEI, was established to 
investigate the Ayotzinapa case in February 2015 with support of the Inter-American 
Commission on Human Rights. The GIEI released two reports following their rigorous 
 While the Mexican government made arrests, as Gibler states, “all of those arrests support its 34
official version of both the attacks and the fate of the students” (Gibler, I 256). An attorney 
representing the families of the disappeared asserted that “all of the people arrested have been 
charged with bogus crimes,” and furthermore, Gibler notes that the arrests only deal with part of 
the events of the night of September 26: “The government has not charged a single person in 
connection to the mass forced disappearance in front of the state courthouse” (Gibler, I 256). 
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investigation, making clear the failures and purposeful deception of the federal 
investigation and the supposed “verdad histórica;” Gibler describes the GIEI reports as 
“perhaps the single most rigorously documented description of how impunity itself is 
carefully elaborated by the Mexican federal government” (Gibler, I 253). Representatives 
of the Padres y Madres de Ayotzinapa continue to appear before the Inter-American 
Commission on Human Rights in their pursuit of justice, most recently in the 168th 
Period of Sessions held in the Dominican Republic in May 2018 (“Mexico Ayotzinapa”). 
April 26, 2018 marked 43 months since the disappearance of the 43 students, and for this 
occasion, the Padres y Madres de Ayotzinapa and students from the Escuela Normal in 
Ayotzinapa held a series of days of action titled “En el Corazon 43x43,” which included a 
number of protests in Mexico City (Ocampa Arista). Additionally, the Padres y Madres de 
Ayotzinapa maintain an active social media presence on Facebook, discussing their 
activism, promoting upcoming protests and events, and commenting on investigative and 
judicial developments (or lack thereof) regarding the case.  Related social media pages 35
also frequently promote activism connected to Ayotzinapa (including cross-promoting 
events organized about by the Padres y Madres de Ayotzinapa), including “Prensa 
Ayotzi,” “Antimonumento +43,” and the Facebook page for the Teacher’s College 
itself.  36
 Their page can be found at https://www.facebook.com/Padres-Y-Madres-De-35
Ayotzinapa-489352334561638/. 
 Respectively, these groups can be found on Facebook at: https://www.facebook.com/Prensa-36
Ayotzi-941368105874523/, https://www.facebook.com/antimonumentomas43/, and https://www.-
facebook.com/Normal.Ayotzinapa.Gro/. 
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Given the current, complex, and multimodal nature of the Ayotzinapa case, the 
global attention it has received, and its continuing relevance to more recent incidences of 
violence, it is unsurprising that it has already been the subject of a great deal of 
journalistic, academic, and artistic work.  In addition to Gibler’s work, books regarding 37
Ayotzinapa include journalist Anabel Hernández’s La verdadera noche de Iguala: La 
historia que el gobierno trató de ocultar, GIEI investigator Carlos Beristain’s El tiempo 
de Ayotzinapa, and Juvenicidio: Ayotzinapa y las vidas precarias en América Latina y 
España, a collection of essays coordinated by José Manuel Valenzuela; these texts 
represent efforts to reconstruct the events of September 26 and the investigations that 
followed through testimonial and investigative reporting, as well as locate Ayotzinapa 
within dynamics of violence and the marginalization of youth in a multinational context. 
In addition to the historical and political aspects of the case, and the topics of state 
violence and corruption, one of the most prominent trends in Ayotzinapa scholarship has 
been the role of social media, both in disseminating awareness of the attacks and 
disappearances internationally, and in shaping popular narratives regarding the missing 
students and the Mexican State’s culpability.  A number of documentaries have also been 38
 An attempt to review scholarship related to Ayotzinapa in great depth would be an almost 37
impossible challenge at this moment, as so much has already been produced, and yet not enough 
time has passed to identify more than the most immediately influential and significant texts, such 
as Gibler’s. Therefore, I shall only briefly note a few texts and trends in Ayotzinapa scholarship.
 See: “Protest Paradigm in Multimedia: Social Media Sharing of Coverage about the Crime of 38
Ayotzinapa, Mexico,” by Summer Harlow, et al.; “#Ayotzinapa, origen y evolución del 
movimiento social mexicano en Twitter,” by Rocío Abascal-Mena; and “Digital Storytelling and 
the Dispute over Representation in the Ayotzinapa Case,” by María Elena Meneses et al.
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produced, including the recently released Ayotzinapa: El paso de la tortuga (2018), 
produced by Guillermo del Toro. 
A discussion of representations of the Ayotzinapa case, such as this chapter will 
present, must by necessity consider what is signified by the use of “Ayotzinapa” as 
shorthand to refer to the events of September 26 and 27, 2014, the disappearances, and 
the investigations and activism that continue to the present day. There are two crucial 
aspects encompassed in the name. First is the political history connoted by reference to 
the Ayotzinapa Teacher’s College. The college is well-known for leftist politics, which 
are manifest in the spaces of the school itself; describing Ayotzinapa, Gibler states:
Though the buildings are need of repair or reconstruction (a 2012 National 
Human Rights Commission report stated that many of the dwellings “violated the 
students’ human rights” and “were not fit for habitation”), the most visually 
striking things at Ayotzinapa are the murals and stencil art. Buildings feature 
portraits of revolutionaries such as Lucio Cabañas and Genaro Vázquez, 
Subcomandante Marcos, and Che Guevara, and murals depicting mass 
mobilizations, indigenous resistance, and the 2011 police murder of Jorge Alexis 
Herrera and Gabriel Echevarría. (Gibler, I 218)
Student testimonies from Gibler’s book mention this aspect of the school as contributing 
to their decisions to attend. One student states that “Once I saw the place, the murals and 
everything, I was more interested and decided to take the exam” (Gibler, I 31); another 
explains that “This is the reason we come to study at Ayotzinapa: because we are the sons 
of campesinos. We don’t have the resources to study at another school. And this school is 
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committed to social struggle, it’s a school where we learn the values to keep fighting and 
create a better future, to support our families” (Gibler, I 32). However the politics of the 
school are not just a philosophy, but an active history—both Lucio Cabañas and Genaro 
Vázquez graduated from Ayotzinapa, and the 2011 event alluded to by Gibler took place 
during a protest in which Ayotzinapa students blocked a highway in Chilpancingo to 
pressure the governor of Guerrero to increase school resources (Gibler, I 218). 
The larger context political context, beyond the history of the Ayotzinapa school 
and its students, is the marginalization of rural communities by the Mexican post-
revolutionary State. Gareth Williams explores this marginalization in a chapter of his 
book The Mexican Exception, “Absolute Hostility and Ubiquitous Enmity: “The Party of 
the Poor” and the Militarization of the Political, 1967-95.” In this chapter Williams traces 
the origins of Lucio Cabañas’ guerrilla campaign, El Partido de los Pobres, to the 
contradictions embedded in Article 27 of the 1917 Constitution, which:
 . . . placed stringent restrictions on the ownership of property by foreigners and 
the church. It characterized the land and subsoil as an originary property fully 
integrated into the sovereignty of the nation. It gave Mexican peasants the rights 
to the tenancy or possession of the land, and the state the right to the possession of 
the subsoil. As such, Article 27 granted the government broad powers to 
expropriate private property in the public interest and to redistribute the soil to the 
peasants in the form of communal lands. (Williams 159)
Williams notes that due to Article 27, “Suddenly, the peasantry was not just one class 
among others. The peasantry was the nation too. It was the whole. But it was a nation that 
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had no part and would continue to have no part unless land wealth was justly 
redistributed” (160). However, just redistribution did not occur, and Williams claims that 
“The institutionalization of Zapatismo and the incorporation of the peasantry into the 
postrevolutionary police order were designed to make the state, rather than the peasantry 
or the landowners, the subject of agrarian reform . . . a so-called Revolution-made-
government that incorporated the peasantry but at the same time considered itself to be 
different from and superior to peasant society and its needs” (Williams 162). In the 
interest of maintaining this hierarchy, Williams notes that the State would work to 
suppress those advocating on behalf of the rural poor, “mov[ing] with a big stick, or other 
more effective weapons, to the absolute class enemy in order to reimpose peace and 
stability,” leveraging an “often gangster-like response” to “potential democratic openings 
in the countryside” (Williams 162). 
Therefore, the political context of the Ayotzinapa Teacher’s College is this history 
of the economic marginalization of rural communities, social rebellion, and the 
suppression of these same social movements fighting on behalf of the agrarian 
population. However, tied to the history of leftist politics and rural rebellion is also the 
stigmatization of those who align themselves with it. An Iguala doctor who refused to 
treat wounded students on September 26, instead calling the police, is quoted in Gibler’s 
book as stating: “ . . . that school is worthless. They invade property. That is a crime. 
They leave everything dirty, ugly, and the government has to pay for it, and that bothers 
me because it drains the government. They are criminals,” that he hoped the students all 
died, and that the tortures and disappearances were a just response to the students’ history 
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of activism (Gibler, I 161). The linkage of historical events and this antagonistic attitude 
(as well as an implicit resistance against the stereotype of the students-as-criminals) is 
embedded within the political significance of “Ayotzinapa.”
The other essential meaning denoted by “Ayotzinapa” is related to a particular 
sense of place, which, depending on the way it is invoked, may be detached from the 
actual geographic location. To clarify, it is useful to compare Ayotzinapa to, for instance, 
“Tlatelolco,” which as shorthand for the October 2 massacre denotes the space in which 
the violent events occurred. Ayotzinapa, in contrast, does not refer to the physical 
location where the attacks or seizure of the disappeared students transpired. Instead, it 
refers to the place the students belonged to, and are missing from; to name Ayotzinapa in 
this context is, thus, denote absence. Ayotzinapa is the axis of trauma of these forced 
disappearances, which were perpetuated elsewhere, but continue to be experienced there. 
Thus, this sense of Ayotzinapa is also evocative of the people who feel the absence of the 
43 missing students, ie, the parents, and the surviving students. Though this idea of 
Ayotzinapa as a place of absence implies the act of forced disappearance, it allows for the 
possibility that emphasis may be centered on the state of being missing (or being missed), 
and possibly de-emphasize the perpetration of violence; however, this is not semantically 
inevitable. There is nuance inherent in using the word “Ayotzinapa” to signify absence, 
since to use this nominal sign is to make the absent linguistically present, and purpose of 
the linguistic presence determines its meaning.
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My interest in this chapter is to examine three different projects that, in distinct 
ways, are each intents to visualize “Ayotzinapa” in the sense of a place of absence:  the 39
Museo Memoria y Tolerancia’s 2015 exhibit Lecciones del 68: ¿Por qué no se olvide el 2 
de octubre?; the recently launched Plataforma Ayotzinapa, an online project created in 
collaboration by Forensic Architecture, the Equipo Argentino de Antropología Forense, 
and the Centro de Derechos Humanos Miguel Agustín Pro Juárez, accessible at 
plataforma-ayotzinapa.org; and the Antimonumento +43, erected in the Paseo de la 
Reforma in Mexico City. Each of these projects utilizes different mediums of 
communication, are driven by different goals, and seek to transmit different messages, 
but each intervention also depends on the interaction between the work and the audience; 
in effect, each project requires their audience to be not a passive viewer, but instead, an 
active participant engaging with the idea of Ayotzinapa. These three projects facilitate 
discussion of certain problems related to the Ayotzinapa case, as well as texts like 
Cartucho and La noche de Tlatelolco—in particular, the question of the political function 
of historicization and memorialization.
Lecciones del 68
Lecciones del 68: ¿Por qué no se olvida el 2 de octubre?, a temporary exhibit at 
the Museo Memoria y Tolerancia in Mexico City, opened on September 26, 2015, the first 
anniversary of the attacks against the Ayotzinapa students in Iguala.  Lecciones del 68 40
 This is not to say the political-historical sense of “Ayotzinapa” is not relevant to these projects, 39
as in fact, it is. 
 I was able to view Lecciones del 68 in December 2015. My analysis of the installation is based 40
on my first-hand observation as a visitor; all photographs of the installation are those I took 
during my visit in accordance with museum policy. 
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was free to the public, and thus designed to be accessible to anyone who wished to view 
it, but this accessibility was also ultimately limited by its temporary, non-traveling nature; 
only those present in or with the means to travel to Mexico City while the exhibit was 
open could visit it, and though documentation of the exhibit still exists in news sources 
and on social media, there is no record of it on the Museo Memoria y Tolerancia’s 
website. The exhibit was curated by academic and journalist Sergio Aguayo,  and was in 41
part based on his 2015 book, titled De Tlatelolco a Ayotzinapa: Las violencias del estado. 
Aguayo’s book is an attempt to understand the state motivations, decisions, and actions 
that ultimately led to the October 2 massacre, and is based on extensive research of 
government archives, as well as interviews with and texts authored by representatives of 
the state and military (such as Manuel Urrutia Castro’s Trampa en Tlatelolco: Síntesis de 
una felonía contra México). While Aguayo’s research into Tlatelolco spans decades, he 
explains that the Ayotzinapa case helped motivate the publication of this new book. While 
the back copy text of the book claims that “Para entender Ayotzinapa, hay que entender 
primero el Movimiento de 1968,” Aguayo does not frame the book’s goal as an attempt to 
understand Ayotzinapa, instead asserting that “Tlatelolco y Ayotzinapa son parte de la 
misma historia” (Aguayo 17). Lecciones del 68 also in essence embraces this idea, 
emphasizing certain parallels between the two events and ultimately integrating the 
history of the 1968 student movement and massacre and artistic works representing the 
 In addition to Aguayo, curatorial advising was credited to Linda Atach, Museo Memoria y 41
Tolerancia Director of the Department of Temporary Exhibits, Anuar I. Ortega Galindo, of the 
Colegia de México, and Journalist Jacinto Rodríguez Munguía. Museographic design was 
credited to Ignacio Vázquez Paravano, and graphic design and planning to Rodrigo R. Estrada 
Solís (Lecciones del 68 : ¿Por qué no se olvida el 2 de octubre?).
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43 disappeared students into a memorial space. However, while Lecciones del 68 was 
clearly designed to be educational, the “lessons” imparted to the museum visitor were not 
simply transmitted by the objects, images, and words that comprised the exhibit. The 
most important factor in the exhibit’s narrative was the design of the installation itself, on 
both a macro and micro level, which was arranged to communicate to the visitor on an 
emotional, affective level.
For Lecciones del 68, the gallery for temporary exhibitions in the Museo Memoria 
y Tolerancia was set up as a rough circle, with each room leading into the next;  roughly 42
two thirds of the exhibit was focused on the student movement and Tlatelolco massacre, 
two spaces served to transition between 1968 and the present day, and the final, largest 
room was focused entirely on Ayotzinapa. While the parts of the exhibit focused on 1968 
and its aftermath incorporated a substantial amount of analysis and historical information, 
the “Ayotzinapa room” was more of a memorial. Wall text did include the analysis 
Aguayo’s book offers about the 2014 case, in almost identical language, but this 
discussion of Ayotzinapa actually forms a very brief part of his text.  Aguayo articulates 43
 While there were two rooms that branched off from the circle, respectively containing a small 42
auditorium playing excerpts from documentaries about Tlatelolco and a collection of books 
related to 1968, these did not contribute to the narrative arc of the exhibit, and could be viewed in 
a sense as “optional,” supplementary displays. 
 I note this not in criticism; Aguayo states that in this chapter, he seeks to “Bosque[jar] los 43
grandes trazos de esa historia,” identifying evidence of the changes for the worse in Mexico after 
1968 in support of his thesis that “el Estado es el principal responsable de las perversiones que ha 
vivido el monopolio legítimo de la violencia” (Aguayo 143). He divides the time frame following 
Tlatelolco into 3 semi-overlapping periods: 1969 to 1985, marked by simultaneous increases in 
democratic openness, repression, and of organized crime; 1981-2000, marked by a change in 
relationship between military and state, as well as increased corruption; and finally, 2000-present 
day, a period characterized by what Aguayo identifies as “Two States: “el encabezado por Enrique 
Peña Nieto, y el regido por el crimen organizado” (Aguayo 156). 
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this analysis in the final chapter of the book, also titled “De Tlatelolco a Ayotzinapa” 
claiming that that “Ayotzinapa sacó a la luz un Estado debilitado por la ineficacia, la 
corrupción, y la impunidad; una sociedad alebrestada por tanto maltrato; un estado 
paralelo con enorme poder” (Aguayo 160). He also identifies four key points related to 
the Ayotzinapa case as well as the changes in Mexico following 1968, first asserting that 
Ayotzinapa clearly demonstrates how “La transición iniciada en 1968 se 
pervirtió” (Aguayo 160), and emphasizing the lack of official response to the attacks in 
Iguala (“El desinterés por las víctimas y la inoperancia de los organismos públicos de 
derechos humanos”(Aguayo 160).). However, Aguayo also notes two other important 
factors in the Ayotzinapa case, which was the near-immediate global awareness of the 
Iguala attacks and official international response, including the GIEI investigation and the 
continued activism of the families and peers of the 43 disappeared students. 
Aguayo’s book was published both in a traditional print form and an electronic 
edition, and, interestingly, these two versions of the texts differ—the electronic edition 
includes photographs, and copies of documents, and also included  links to sound clips 44
and additional media hosted on the website of Editorial Ink, the digital publisher of the 
work. As such, the electronic edition is not just a digital version of the print book; 
instead, the electronic version presents evidence and advances its argument via an 
interactive, multimedia format. The digital book could even be considered to offer more 
information and context to the reader given the inclusion of the additional non-text 
 Although the book is still included Editorial Ink’s online catalogue, at least some of the links to 44
various media are no longer functional as of May 2018. However, although web-hosted media are 
apparently no longer accessible, they are described within the text itself and their origin is cited. 
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elements. For instance, in the section discussing Ayotzinapa, the electronic version 
includes a photograph of an installation set up in the Colegio de México as part of the 
nation-wide protests following the forced disappearance of the 43 students. The image 
shows a collection of empty chairs, arranged in rows in an auditorium, each displaying 
the school identification photo of one of the missing students. It is captioned: “La 
tragedia de Iguala sacudió conciencias por todo el país. El Colegio de México, mi 
institutición, también se sumó a la movilización. Esta fue una de las 
actividades” (Aguayo, Editorial Ink).  In the physical edition of the book, there is no 45
depiction or description of any form of activism regarding Ayotzinapa; thus, this image 
supplements the concise, impersonal analysis of Ayotzinapa that Aguayo articulates in the 
text itself with concrete visual detail suggestive of emotional affect. 
The exhibit in the Museo Memoria y Tolerancia was not a duplication of 
Aguayo’s work, although they expressed the same overarching argument about the state’s 
role in these atrocities, and the digital book and the exhibit each utilized the distinct 
communicative possibilities of their mediums to convey their arguments as effectively as 
possible. However, Lecciones del 68 required much more of its audience than either 
version of Aguayo’s book, as the narrative of the exhibit was dependent on physical 
interaction between the museum visitor and the installation itself. By “interaction,” I do 
not refer to the type of museum display that encourages visitors to examine and 
manipulate physical or virtual reproductions of historical or artistic objects. 
 The photograph’s attribution is given in footnote 400, as “Archivo Fotográfico Proceso. 45
Protesta en el Colegio de México por desaparición de normalistas, foto de Georgina 
Mazón” (Aguayo, Editorial Ink).
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Instead, the design of Lecciones del 68 required active viewing; images and objects were 
displayed in such a way that a viewer could not statically observe them, but rather had to 
expend effort and movement in order to fully perceive them. Furthermore, Lecciones del 
68 was also designed to disrupt at key moments the division between the space of the 
visitor and the space of the display, the result being that by moving through the exhibit, 
the visitor was incorporated into it as a frequently uncomfortable participant in the 
installation’s narrative of 1968 and its relationship to the present day. 
A related, key element of the design of Lecciones del 68 was the disruption of the 
museographic object. While photographs, textual objects, and other artifacts formed part 
of the exhibit, with the exception of the room focused on Ayotzinapa, these were not 
treated as discrete elements in themselves. That is to say, the portion of Lecciones del 68 
focused on 1968 was not an exhibition of images or collection of objects; rather, these 
materials were incorporated into multimedia pieces frequently involving the entirety of 
the room in which they were installed. While these design choices in part must have been 
made in order to create an impact on the visitor, the unexpected methods of incorporating 
photographs and textual objects into the exhibit also suggested an underlying 
commentary on the failure of the photographic image and the written word to adequately 
confront and solve the problem of the violence of the state.
As the narrative of Lecciones del 68 was driven by the museum visitor’s 
interaction with the exhibit, it is necessary to conduct a close reading of the installation as 
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the visitor would experience it in order to fully examine how Ayotzinapa was represented. 
Thus, I will attempt a textual reconstruction of the exhibit here.  46
The introductory space to the installation includes statements from Aguayo and a 
museum director, as well as a contextual overview of the Cuban revolution and the 
various moments of global conflict of 1968; however, as the visitor enters the exhibit, 
they are also able to see the final room, which is focused on Ayotzinapa. While it is clear 
that the visitor is meant to progress through the spaces dedicated to 1968 before they 
arrive at the present day, it is clear from the beginning that the narrative of Lecciones del 
68 will lead to 2014. It is therefore likely that the idea of Ayotzinapa will impose itself 
upon the visitor’s understanding of 1968 as presented in the exhibit. This sense of 
layering of the two events is also reinforced by the fact that in every room of the 
installation, it is possible to hear the audio played in the Ayotzinapa room—a recording of 
individual voices reading out the names and ages of the disappeared students, punctuated 
with the phrase “Por que vivos se los llevaron, vivos los queremos!” 
The first full room of the installation offers background information about the 
student movement and 1968 in Mexican politics, establishing a contrast not only between 
the students and the government, but different perspectives within each group—violent 
and pacifist for the students, and “apeturistas” and “represores” for the government. It 
also introduces the context of the 1968 summer Olympics, held in Mexico City. Along 
two walls are display cases, which feature a mimeograph, makeshift explosives, political 
 Though this installation is closed, preserved only in its exhibition catalog, photographs, and 46
media archives, for the sake of readability, I will be describing Lecciones del 68 in the literary 
present tense. 
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posters, and other artifacts. Although there are no plaques explaining their design, these 
cases are clearly meant to resemble buildings of the Conjunto Urbano Nonoalco 
Tlatelolco, an urban housing project constructed in the early 1960s; buildings from this 
project are still found throughout the Tlatelolco area (although some have been destroyed 
or demolished) and surround the Plaza de las Tres Culturas. While the large artifacts are 
easily visible, the “buildings” also contain other content that the visitor cannot observe by 
standing in front of the cases and passively looking; they also include drawers that must 
be actively pulled out to reveal documents and images. Presumably, as original 
documents, they are displayed this way to avoid excessive exposure to light, but this 
choice also serves to evoke the idea of confidentiality, censorship, and covering up, a 
notion reinforced by the content of the documents themselves - for instance, a 
government memo recommending that on radio and television, the members of the 
movement be referred to not as students, but as terrorists, anarchists, or traitors. In the act 
of viewing these documents, the viewer must then actively reveal, engage with, and 
thereby resist, state censorship and manipulation of political narrative. 
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Furthermore, these buildings also “frame” photographs - some larger, but many 
quite small, set back from the front of the case, glimpsed through the spaces where 
windows would be. The visitor is required to step close, peer in, and even move side to 
side in order to see the entirety of these images (some of which extended beyond the 4 
inch square openings of the “windows”). The visitor must adopt the position of a voyeur, 
as the motion of peeking in through the windows evokes a sense of examining the private 
lives of those participating in these public events. The visitor is in a way inconvenienced, 
deliberately placed into a position of discomfort by the framing device as well as the 
effort expended in attempting to view the material. In this room, they are also disoriented, 
as the entire space resembles an optical illusion, as the familiar concentric circular 
associated with the 1968 Mexico City Olympics literally collide with the geometry of the 
urban housing project, the future site of bloodshed and chaos. The effect is also 
reminiscent of psychedelia, a visual reminder of yet another side of the youthful 
generation of the 1960s—counterculture. 
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 The “buildings” of the Conjunto Urbano Nonaolco comprise the first of several 
“framings” we will see that treat photographic images as, essentially, not photographs - in 
this case the framing is an exaggerated, three dimensional enclosure, which essentially 
transforms the two-dimensional photographic image into a diorama, a miniature, 
recreated “scene”. This is exceptionally clear in the “Apeturistas” case, which displays 
images of the August 1 march and UNAM president Javier Barros Sierra’s speech. 
Multiple photographs, respectively showing buildings, demonstrators, and the leaders of 
the march, are aligned next to each other to give a sense of fullness to the display, but 
what truly evokes the overall event, creating a sense of movement, presence, and time 
passing—instead of just the photographic instant—is a recording of the speech (including 
the sounds of the crowd), which the visitor can hear clearly if they stand close enough to 
the case. 
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The first room is constructed around architecture and optical illusion, forcing the 
visitor to peer in windows, pull out drawers, seeing the public (and the censored) through 
the lens of the private. The next room, with bright red walls and a focus on conflict, 
moves the visitor steadily through the timeline of events and governmental decisions 
leading up to the massacre. On either side of the doorway leading from the previous room 
are photographic images, from two different occasions, displayed with no framing 
whatsoever. They fill the entire wall, and are in clear dialogue with each other—on the 
right, military tanks fill the Zócalo; facing them, students pose triumphantly on the Ángel 
de la Independencia. Although these images are captioned with the specific dates and 
events they depict on wall plaques, their juxtaposition effectively removes them from 
their chronological context; instead, they become symbolic images, signifying, 
respectively, the hopeful spirit of the student movement, and the impending repression of 
the state. On the opposite wall are text and images detailing particular moments 
throughout the late summer and autumn of 1968; their positioning is almost rhythmic, 
alternately hung a few inches higher or lower on the wall, gesturing at steps leading 
inescapably towards the second of October. Although both this room and the previous are 
focused on presenting information about the people involved in and events preceding the 
Tlatelolco massacre, this room’s display seems to return to more traditional museum 
conventions than the first, allowing the visitor to be a learner, comfortably removed in 
space and time from the events discussed.
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However, this dynamic changes as the visitor moves into the next space, a long 
hallway, no longer removed from the historical events by reflective distance, but 
physically surrounded by them. The visitor is first faced with the text of the students’ 
“Pliego Petitorio,” the list of six requests made by the student movement to Díaz Ordaz’s 
government following violent encounters with police forces; to the visitor’s left side, at 
the end of the hallway, is a photograph of the Marcha Politécnica of August 5, 1968. The 
visual details of this image, again enlarged to fill the width of the wall and unframed, 
extend past the borders of the photograph and into the space of the hallway, as the lines of 
the museum floor meet with, and seem to be a continuation of, the lines of the 
photographed street.
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 As the visitor proceeds down the hallway, there is another image to their left—this 
time of the August 13 march towards the Zócolo, portraying members of the student 
movement, mid-protest, smiling and laughing. As the protestors are roughly life-size, the 
visitor is pulled into the role of a participant marching alongside the students. The wall to 
their right is not a wall, but a photographic facade of the Antiguo Colegio de San 
Ildefonso covered with actual posters and flyers. There are no signs instructing the visitor 
not to touch these objects; however, the three-dimensionality of the wall suggests not an 
invitation for the visitor to tactilely explore the display, but rather an intrusion of the 
museographic object of study into the space of visitor.
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About halfway down the hallway, the photographic faces of the marching students 
are gradually replaced by grey and black silhouettes, and the room darkens. This choice 
evokes a visual representation of censorship and disappearance, and gestures towards the 
fact that very few photographic images or film footage actually documenting the 
massacre exist. There is a tension between presence and absence manifest in the 
photographs of participants of the 1968 student movement transformed into faceless 
figures. The removal of specific visual identity also makes it possible for visitors to 
imagine themselves, those they know, or the 43 Ayotzinapa students in the place of the 
massacred students from 1968. Another possible reading of the silhouettes is that they are 
meant to evoke a sense of ghostliness; this “eeriness” is heightened by the sounds audible 
at this point in the hallway, which have changed from cheering into screams, and are 
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softly overlaid by the Ayotzinapa recording, foreshadowing both the Tlatelolco massacre 
and the 2014 disappearances simultaneously. 
The next room seeks to represent the massacre itself, and the space recreates the 
structures found in Tlatelolco. Along two walls are rows of seating, placed roughly where 
buildings of the Conjunto Urbano Nonoalco stood at the time, painted to evoke the 
apartments’ distinctive geometric design. These overlook the principal structures of the 
Plaza de las Tres Culturas, which are actually screens on which four different, but 
coordinating video montages are projected (three on the walls, and one on the floor). 
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The first photographs and brief clips of footage in the montages, all in black and 
white, include images of crowds, buildings, protests, and soldiers. If one is familiar with 
the accounts of the massacre given by survivors, they will recognize the first use of color, 
flashes of green and orange across the screens, as the flares that signaled the start of the 
massacre. These are followed by images of people fleeing, more soldiers, chaos, 
increasingly overlaid with red light. These montages balance both abstract and specific 
details of the massacre, without offering explanation to the visitor; while viewers with 
more knowledge of the massacre can interpret or identify individual shots and symbols, 
the significance is communicated more by feeling, suggestion and juxtaposition, than by 
specific images or words. The choice to use projections to represent the massacre repeats 
the sense of ghostliness that began in the previous space, as the flickering figures and 
glimpses of the violence are imposed via light and shadow onto the “buildings,” only to 
disappear and reappear again. It is also critical to note the position in which the 
installation locates the visitor in this room. While in the previous hallway the visitor 
stood side by side with the crowd, here they are placed uncomfortably above the 
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“activity” of Tlatelolco, looking down on the chaos represented in the montages from a 
position of distance and safety. The visitor sits parallel to the vantage point of the 
sharpshooters who fired down on the crowd from the roofs of the apartment buildings; 
therefore, the visitor is a spectator to the violence, observing the events in a posture of 
complicity. 
The uncomfortable position of complicity is maintained in the next space of the 
exhibit, another hallway with photographs filling the entire walls. These images are of 
student protestors detained by the military on the night of October 2. Many of the 
detained look directly at the camera, and thus seem to make eye contact with the visitor; 
others are bloody, half-clothed, in postures of submission. The hallway is well-lit, 
creating a strong contrast with the darkness and abstract images of the previous rooms. 
Importantly, the brightest light emanates from the floor, which is covered in the type of 
detritus that filled the plaza following the massacre—torn and crumpled flyers, 
magazines, and books, discarded shoes and sweaters, broken glasses. The visitor must 
literally step on (over) the remains of the chaos.47
 I spent some time observing other visitors enter this hallway; most appeared to hesitate to step 47
on to the display. This intrusion into the visitor’s space seemed to cause more discomfort than any 
other. 
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In the following room, the strategy of three dimensional framing seen before in 
the display cases is repeated, but enlarged. The photographs exhibited are those of the 
casualties of the massacre taken in hospitals and police stations, rooms of harsh lighting, 
brick walls, and frosted glass. The setting of the photographs is replicated in the display 
itself. The photos are displayed along a brick wall, and the visitor contemplates the dead 
through the divide of the window, several feet away from the images. As the visitor 
seems to be outside the “room” where the photographed casualties and their families are 
located, they seem to occupy a position of authority, perhaps police or politicians. Once 
again, the viewer must peer around part of the framing to see all the images, and their 
viewing is further interrupted as a bright light in the room switches abruptly and loudly 
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on and off. Also located in this room is large wall covered with clippings from 
newspapers following October 2. The headlines, describing the massacre with different 
language, reporting contradicting numbers of casualties, present a visual cacophony of 
reactions to Tlatelolco. This mass of text emphasizes the chaos and continued uncertainty 
generated by the “official” story and state censorship, regarding what exactly happened 
and why, who exactly was responsible for what, and how many really died. 
Having passed through the event and its immediate aftermath, the visitor enters a 
a space of reflection, an instruction to consider the questions of “why,” and also, “why 
again?”, literally written large on the floor of the next room. The space seems to provide a 
response to its own question—in answer to the ¿por qué? scrawled on the floor is 
“impunidad,” repeated over and over, covering the entirety of every wall, rendering the 
word both full of meaning and meaningless through repetition. But these words are not 
the only text in the room - suspended from the ceiling are dozens of books, held open. It 
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is virtually impossible for the visitor to identify the books, or whether there is any 
particular meaning to be found on a given page. One could stare upwards, trying to make 
out their subjects and genres, but this position is not amenable to study or understanding; 
while benches along the walls suggest that this is a room meant to pass time in the act of 
contemplation, the idea ultimately suggested by this display is that the written word is 
futile in understanding trauma such as Tlatelolco or Ayotzinapa, and that the only thing 
that can be said with certainty is that the violence, enacted, sanctioned, or facilitated by 
the state in 1968, the present day, and the years in between, was accomplished through 
and met with impunity. 
The next hallway resumes the goal of education, with images and texts on the 
walls discussing various social movements and factors in state conflicts over the second 
half of the 20th century, including social inequality, urbanism, guerrillas, and the practice 
of forced disappearance. The hallway also replicates the strategy of forcing the visitor to 
step on/over the evidence of violence, in this case, a chronological list of deadly events 
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following Tlatelolco, until they ultimately arrive in the space dedicated to Ayotzinapa. 
This is the largest space, the most open, and the brightest, and it is in a way the most 
“traditional” room in the installation, functioning as a gallery of art, both visual and 
textual. This room does not seem to have the same “educational” goal of the rest of the 
exhibit, either through presentation of information or constructing scenes for the visitor to 
experience. Most prominent of the art pieces is Bana Fernandez’s La raíz, a flower 
springing up from an empty desk, with a notebook open to a page reading “quisieron 
enterrarnos, pero no sabían que somos semillas;” the wall behind La raíz is filled with a 
photograph of a room of empty desks, with the copies of the students’ ID photos taped to 
each, reaffirming their lives and identities even in their continued absence. Though this is 
roughly the same arrangement as the photograph of the Colegio de México installation 
included in Aguayo’s book, it is a different image. The desks in the photograph in 
Lecciones del 68 match the desk of La raíz—wooden, and clearly well-worn. The 
suggestion of old, or even out-dated school materials is a reminder of the Ayotzinapa 
Teacher’s College’s rural setting and limited financial resources, evoking the political 
context of the school, mentioned in a text on another wall titled “Peticiones de los 
Estudiantes de Ayotzinapa.”
Another wall features photos from François Pesant’s series Tierra Conmovida, 
taken during the weeks and months following the mass disappearance when a number of 
clandestine, mass graves were uncovered in the search for the missing students. As the 
wall text reads, Tierra Conmovida “mira a estos sitios desde una cierta distancia, 
alejándose de la representación extramadamente gráfica de la violencia.” Pesant’s images 
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were created with a Polaroid camera, utilizing an almost anachronous aesthetic;  while 48
there are more images in the series than are displayed in the installation, there is a 
specific narrative generated by the six included in Lecciones del 68. The first image is a 
landscape, slightly blurred and washed out; the second is a trail, bisected with police tape; 
the third, unfocused, shows a woman with her back to the camera, dressed in a black shirt 
with illegible writing, apparently searching in the brush off the trail; the fourth, a closer 
image of a woman, possibly the same, facing the camera but wiping her face with her 
arm, the text on her shirt mostly legible; the next, an image of the ground, covered in 
dead leaves and unidentifiable debris; the last, another image of the ground, dead leaves, 
and two dirty, abandoned, mismatched shoes. Above the images is a single line of text, 
“TE BUSCARÉ HASTA ENCONTRARTE,” which can be identified as the text from the 
woman’s shirt. These photographs again draw on the tension between presence and 
absence encountered in the hallway with silhouettes and simultaneously occupied and 
unoccupied desks. In Pesant’s photographs, what these images do not reveal—evidence 
of the disappeared students’ deaths—is suggested by and just as significant as what they 
do show—a place where people have gone missing, where evidence of the missing 
lingers. A parallel between 1968 and 2014 is clearly suggested by the selection of these 
photographs; the museum visitor is not likely to miss the connection between the 
 Almost, because this aesthetic is familiar to any Instagram user; however, the sense of 48
distancing is maintained for a visitor whose reference for this style is the application, instead of 
the outdated technology. In this case, the viewer would likely perceive these images in 
conjunction with the concepts of “filtering” and curation common to Instagram. 
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discarded shoes in Pesant’s image and the debris they were forced to step over 
previously.49
An interesting detail adjacent to Pesant’s photographs is the note in the wall text 
that the project “no hubiera sido posible sin Miguel Ángel Jiménez Blanco y su valor 
para organizar las búsquedas de personas desaparecidas en Iguala. Él le dio fuerza y 
coraje a decenas de familias que siguen sin saber de su seres queridos. Miguel fue 
asesinado en agosto de este año por razones todavía desconocidas.” The inclusion of this 
artwork in the exhibit represents, then, not just a memorial to the disappeared students, 
but also to those involved in the search for the 43, particularly those like Jiménez Blanco 
who have since died. This function is reinforced by the inclusion of photographs of 
protests following the disappearance of the Ayotzinapa students by journalist Rubén 
Espinosa, who, as the exhibit text notes, was murdered in July 2015. The wall text 
explains that “La exhibición de los materiales de Rubén Espinosa es un homenaje a todos 
aquellos que luchan por la libertad de expresión,” implying that the memorial function of 
the exhibit also extends to members of the press who have lost or may be risking their 
lives covering Mexico. This note transforms these images, in a sense, from being about 
Ayotzinapa to being about Espinosa’s life, death, and work. Though activists, including 
the Padres y Madres de Ayotzinapa, are represented in these photographs, their voices and 
experiences are not centered, or indeed voiced, in the exhibit. 
 It is worth noting that the detail of “shoes” was emphasized in press promoting the exhibit; the 49
first line of The Guardian’s piece about the exhibit is “Elena Poniatowska remembers the 
shoes” (Campbell). 
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The final wall of the Ayotzinapa room is labeled with the word “ACTUALIDAD,” 
although it is in fact a final, explicit summary of of the connections between 1968 and 
2014 that the installation seeks to assert. There are three pieces of text on this wall. One is 
titled “Las lecciones del la noche de Tlatelolco y de la noche de Ayotzinapa,” and consist 
of the four observations drawn from Aguayo’s book regarding the Ayotzinapa case. 
Another is titled “Ayotzinapa y el 68,” authored by Alberto del Castillo Troncoso, and is 
paired with two copies of Rodrigo Moya’s photograph of the student protest of August 1, 
1968 which have been literally written over by Argentine photographer Marcelo Brodsky 
with commentaries about Ayotzinapa. On one Brodsky has written a large “43” and “No a 
un nuevo TLATELOLCO” in red over the protestors, with notes about connections 
between the two cases in smaller script in areas of the photograph empty of people. The 
other has more subtle commentaries on the marchers themselves; Brodsky has written 
new slogans on some of the marchers’ signs—“A la calle,” “Acción,” “Libertad,” and 
“Autonomía”—and across the first row of protestors, “Solidaridad con los estudiantes” as 
though they carried a banner. On the top of the photograph in purple is written “Cuando 
no hay justicia, todo se puede repetir.” Castillo Troncoso presents analysis of these 
interventions in his text, noting that “La escritura de Brodsky interviene en la lectura de 
la imagen y dota a su contenido de una atmósfera fantasmal. La matanza de Ayotzinapa 
oscurece los rostros sonrientes de los estudiantes que marchan con el Rector y al mismo 
tiempo nos recuerda que aquella fiesta terminará en la tragedia del 2 de octubre.” 
The effect of “rewriting” 1968 while sustaining a perspective focused on 
Ayotzinapa is to some extent, also what Lecciones del 68 attempts. Ayotzinapa is ever 
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present in the installation, even though it is not mentioned throughout the narrative of 
1968, both by the simple fact that the visitor already knows that the Ayotzinapa room is 
waiting at the end of the exhibit, and by the mingling of the names of the disappeared 
students with the other audio of the exhibit. However, the exhibit’s argument about the 
exact relationship between the two events is never entirely clear—that is to say, 
Lecciones del 68 never quite resolves the question of whether the visitor is meant to 
understand Ayotzinapa after studying and experiencing the narrative of Tlatelolco, or 
whether Ayotzinapa is being presented as another facet of the history of Tlatelolco.
It is possible that the exhibit is representing Ayotzinapa and 1968 together so that 
the images of Tlatelolco can stand in for Ayotzinapa, leveraging thematic connections to 
use the stylized visual representations of the violence of the 1968 massacre as substitutes 
for graphic depictions of the violence of the night of September 26. Like Ayotzinapa, 
Tlatelolco is strongly associated with disappearance, though more of visual evidence and 
acknowledgement of the violent event than disappeared people; the exhibit alludes to this 
association explicitly with a fragment of “Memorial de Tlatelolco,” written by Rosario 
Castellanos for La noche de Tlatelolco. The excerpt included begins:
¿Quién? ¿Quiénes? Nadie.
Al día siguiente, nadie.
La plaza amaneció barrida;
Los periódicos dieron como noticia principal
El estado del tiempo. (Rosario Castellanos)
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Nevertheless, the exhibit manages to represent the massacre and its aftermath visually; 
the montages in the Tlatelolco room, combined with the recreation of the location’s 
architecture create a clear visual sense of the massacre, and as they leave the “site” of the 
violence, the visitor is immediately faced with the portraits of the survivors, bloody and 
detained, and the debris of the chaos under their feet. The repetition of these visual details 
of the debris in the Ayotzinapa room through Tierra Conmovida allows the visitor to 
extrapolate from what they saw of 1968 an idea of what must have happened in 2014 
prior to the disappearance of the students.
It is crucial to note, however, that in addition to omitting any direct visual 
representation of the attacks of September 26 in Iguala, Lecciones del 68 also evades 
textual acknowledgement of the events of the Ayotzinapa case other than the 
disappearance of the 43 students. In fact, the description of the Ayotzinapa case in the 
hallway with the chronology of violence only states: “Desaparición de 43 Normalistas de 
Ayotzinapa (Guerrero) 27 de septiembre de 2014,” leaving out the series of attacks from 
the previous night, the 6 deaths and many injuries that occurred, and even the actual place 
where the attacks transpired. Minimal discussion of the students’ activities in Iguala 
appears only in Brodsky’s interventions on the 1968 paragraphs, and the context of the 
Ayotzinapa school is merely alluded to in brief in the “Petición de los Estudiantes de 
Ayotzinapa.” The absence of information contextualizing the disappearances is glaring 
compared to the detail provided about the events of 1968. It is possible that this omission 
could be due to a simple lack of resources to provide a similarly researched analysis of 
the case; Aguayo’s book did not present these details, the first GIEI report was released 
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only a few weeks prior to the opening of the exhibit, and Gibler’s book of testimonies 
would not be published until April 2016. 
Regardless, more information than Lecciones del 68 provided to the visitor 
regarding the events of the Ayotzinapa case certainly could have been included in the 
exhibit, and therefore, the choice to limit representation of Ayotzinapa to a memorial 
gallery effectively historicizes an event that was not, and is not, complete. Even the 
photographs of activism following the disappearances are framed to evoke a sense of 
finality, as they are presented as an homage to Rubén Espinosa following his murder. 
Whether or not it was an intentional effect, Lecciones del 68 locates Ayotzinapa in a past 
tense, rather than continual, temporal scale. A final question provoked by this exhibit is 
whether the goals of this particular museum, dedicated to “memory” and “tolerance,” are 
at odds with the political goals of those continuing to press for justice in the Ayotzinapa 
case. The historicization and memorialization of Ayotzinapa in Lecciones del 68 does not 
lend itself to a sense of urgency to find the missing students, or encouragement to support 
the ongoing activism of those confronting the State’s impunity.
Plataforma Ayotzinapa
In September 2017, Forensic Architecture released Plataforma Ayotzinapa: Una 
cartografía de la violencia, a multimedia online project hosted at plataforma-
ayotzinapa.org which endeavors to visualize the numerous, conflicting narratives of the 
Ayotzinapa case by means of an accessible, virtual, series of mapping tools. The entire 
website is available in both Spanish and English and was commissioned by and 
constructed in collaboration with the Equipo Argentino de Antropología Forense and the 
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Centro de Derechos Humanos Miguel Agustín Pro Juárez, as the website states, “para las 
familias de los 43 estudiantes desparecidos, los heridos y asesinados de 
Ayotzinapa” (Plataforma Ayotzinapa, “Sobre el proyecto”).  50
The launch of the web platform was paired with an exhibition in the Museo 
Universitario de Arte Contemporaneo of UNAM, during which Forensic Architecture 
presented the interactive tool of the platform, discussed their research into the Ayotzinapa 
case, and also described various other recent projects undertaken by the group. The 
exhibition also included several demonstrations of the data offered by the site, rendered 
in two-dimensional graphic representations. These included a mural titled “Los senderos 
de Ayotzinapa que se Bifurcan,” which translates the narratives of Ayotzinapa into a 
linear representation of the diverging and contradicting accounts of the night; a map of 
the Iguala and the surrounding region marked with the location of attacks and movements 
of the students, military and police forces, and perpetrators of the violence; reconstructed 
models of the primary crime scenes; and finally, a graphic representing the movement of 
students between different vehicles, designed to track the survivors, deceased, and 
disappeared as long and as far as possible. Extensive information about the exhibition is 
included on a page on the Plataforma Ayotzinapa site, including a link to each of the 
exhibition graphics as a downloadable pdf. Furthermore, on Plataforma Ayotzinapa’s 
video analysis page, in addition to the instructional videos explaining how to use the tools 
 I have chosen to cite at times from the Spanish and other times from the English versions of the 50
site, because although the two versions are largely identical, in some cases I find the meaning to 
be better conveyed in one of the languages, and in some locations on the site there are 
typographical errors in one language but not the other. 
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of the website, there is also a video explaining how to read the enormous “Senderos” 
mural; a recording of the initial presentation of the piece at the museum is available on 
MUAC’s Youtube channel (“Introducción al Mural Ayotzinapa en el MUAC”). 
The data used to create the Plataforma Ayotzinapa was drawn primarily from two 
sources—the GIEI reports and Gibler’s Una historia oral de la infamia. This raw 
material was then in a sense “translated” through a practice of data mining, which “broke 
down the narratives in them into more than 5,000 individual incidents or data points 
which were subsequently arranged according to multiple categories in [their] data 
base” (Plataforma Ayotzinapa, “Methodology”). While it could be argued that this 
process converts the personal testimonies of the survivors and the exhaustive GIEI 
investigation into a reductive, impersonal presentation of information, it should be noted 
that the interactive tools for filtering and displaying the data work to maintain the 
narrative quality of the information. A user can display selected data points on the 
Plataforma Ayotzinapa map by applying a number of filters, which are divided into four 
main categories: “People,” “Actions,” “Objects,” and “Crime scenes.” Filtering by 
“people,” a user can select mentions of actors involved in the events, classified by group 
(including, for example, “Family members and other victims,” “surviving students,” 
“disappeared students,” “State police,” “Federal Police,” and many more), or limit the 
display even further by selecting mentions of individual people. They can also choose to 
display the data points generated by the testimonies of specific individuals or groups of 
people. Each of the other three primary categories also offers subsets of additional filters 
to focus the display of information. For instance, under the category of “Actions” can be 
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found: “Violence against people,” “Violence against evidence,” “Coordination,” 
“Movement,” “Investigations,” and more. These subsets can be broken down even 
further, allowing the user to select to display simultaneously, for example, all data points 
labelled with “desaparición de información,” “evidencia mal manejada,” “inacción,” or 
“contradicción” from among the thousands of units of information derived from the 
reports and testimonies. 
When individual data points are selected by the user, a secondary window appears 
on the screen providing information regarding the origin of that data. For example, 
selecting the sole mention of the action “disolver en ácido” brings up a window with a 
red label reading “(!) HIGHLY QUESTIONED,” identifying the data as “According to: 
Presunto Guerreros Unidos,” and the additional tags of “desaparición de personas” and 
“declaración con sospecha de tortura,” with the latter tag also highlighted in red. Both of 
the red phrases highlighted serve to emphasize that this data point derives from an 
unreliable narrative. This unreliability is underscored again in a further “Summary of 
facts,” which describes the supposed origin of this information as well as the reasons why 
it is questioned by the GIEI report. The data point is also labeled with the date and time 
(in this case, “speculative or undetermined”), location of the action (“Sin localización 
conocida”), “People involved,” and “Source.” 
Thus, the data extracted from the reports and testimonies is not actually 
decontextualized when it is rendered for the reader; instead, individual “incidents” are 
presented in conjunction with extensive explanatory information and evaluative analysis, 
maintaining a connection to the individual people who provided the narratives or whom 
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the narratives concern, and they are mapped both spatially and temporally with specific 
location on a satellite overlay of Iguala and a timeline of the case. Furthermore, the 
platform provides additional context to individual points of data by allowing the viewer 
to effectively “zoom out,” displaying information from multiple narratives 
simultaneously to facilitate observation of patterns and contradictions, a type of reading 
not possible via a traditional textual narrative. This is in fact one of the benefits described 
by Forensic Architecture in their explanation of methodology: 
Las miles de páginas del informe GIEI son un documento cuasi jurídico lo cual lo 
convierte en un documento inaccesible para la audiencia general. Nuestra 
plataforma pretende complementar sus hallazgos, al establecer vínculos y 
relaciones en tiempo y espacio entre los actores de los incidentes y los diferentes 
conjuntos de información que registra. De esta manera se busca proporcionar una 
visión general del evento y un diagrama de relación entre diferentes eventos y 
actores. (Plataforma Ayotzinapa, “Metodología”)
A related advantage of the type of visualization that Plataforma Ayotzinapa offers is that 
it makes perceptible the geographic, political, and temporal scale of the case, not only in 
representation of the initial events, but also in the investigations and manipulation of 
information that followed the night of September 26, 2014. The platform does not limit 
its understanding of “Ayotzinapa” to simply the 43 missing students and their forced 
disappearance, but instead encompasses a much broader view of the actors involved, 
including both those affected by and perpetrators of the violence, as well as the actions 
and events of the case. As the introductory page of the platform describes, “The project 
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thus reveals a cartography of violence spanning from the street corner level to the entire 
state of Guerrero. It describes an act of violence that is no longer a singular event but a 
prolonged act, which persists to this day in the continued absence of the 43 
students” (Plataforma Ayotzinapa, “Project”). 
Furthermore, concretely attaching this visual representation of “Ayotzinapa” to 
the the cartographic representation of the Iguala, Guerrero region grounds the user’s 
understanding of the case in an empirical dimension, rather than creating a symbolic 
abstraction of the atrocity. This is particularly useful given the fact that access to this 
platform is not restricted to a local audience, but rather is available to anyone with 
internet access globally, including those who may have limited prior knowledge of the 
region. This geographic reconstruction could be compared to Lecciones del 68 ’s spatial 
reconstruction of 1968, as both interventions utilize the same principle of situating an 
audience lacking knowledge within a physical location so as to most effectively educate 
them about the complex, detailed history of the represented event. But where the museum 
installation communicates on a primarily experiential level, eliciting an emotional 
response integral to its narrative of Tlatelolco, Forensic Architecture’s interactive 
platform operates within the parameters of intellectual study, requiring a user to actively 
engage with and process the vast quantity of accessible data in order to construct their 
own understanding of Ayotzinapa. 
The sheer quantity of information provided on Plataforma Ayotzinapa allows the 
user to confront one of the fundamental contradictions of the case—there is in fact a great 
deal of empirical data, reliable or not, available about the events of September 26 and 27, 
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2014, in addition to an overwhelming quantity of narrative explanations of what did or 
did not occur; yet amidst all the accounts, contradictions, and misinformation, there are 
still no certain answers to the questions of where the 43 missing students are, who was 
involved, and why the attacks and disappearances were perpetrated in the first place. In 
transforming the verbal and textual narrative of Ayotzinapa into the online cartographic 
mapping tool and as well as the graphics exhibited at MUAC, Plataforma Ayotzinapa 
makes this paradox visible. This is perhaps best seen in the mural “Los senderos de 
Ayotzinapa que se bifurcan,” a clear allusion to to Borges’ story “El jardín de senderos 
que se bifurcan,” which plays with the idea of a labyrinthine narrative splintering into 
infinite trajectories and paths. The mural traces the movements of various groups between 
different locations over the timeline of September 26 and 27, superimposing different 
accounts of these journeys so that the deception of the “verdad histórica” is obvious when 
contrasted with the complex testimonies of survivors. As the platform states, “The mural 
is thus an image of disappearance as a narrative form. Its complexity is a diagram of 
violence, discrepancies, contradictions, collusion and lies that made it possible for the 
forced disappearance of the 43 students to continue to the present day” (Plataforma 
Ayotzinapa, “Exhibition”). The mural in its physical incarnation was 16 meters long by 5 
meters high, while the digital version downloads at a resolution of 11,338 by 2615 
pixels;  in both cases, “Senderos” is enormously detailed, complex image that requires a 51
great deal of time and effort to read in detail. However, the overall message of 
 Displayed on an Apple computer with standard system settings as “Actual size,” the digital 51
image would be more than 12 feet long and three feet high.
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“Senderos” is instantly legible, even from the physical distance or at the virtual scale 
necessary to view the image as a whole, as an impression of both the incongruity between 
different narrative accounts of Ayotzinapa and the intense coordination that must have 
gone into disappearing not only the 43 students themselves, but the evidence and truth of 
what happened to them. All the narratives can be seen, and yet they do not resolve into an 
answer of where the 43 students are. 
Like Lecciones del 68, through the images of the MUAC exhibition, Plataforma 
Ayotzinapa is fundamentally attempting to visually represent absence, though instead of 
using abstract, symbolic images to create a memorial, it uses abstract, mathematically 
graphic images derived from a tool to facilitate research and evaluate the failures of the 
State investigation. It is worth noting that while Plataforma Ayotzinapa offers virtual “3-
D” reconstructive modeling of the recorded attacks against the students, the students 
themselves are always visually depicted with a generic person-shaped figure, and though 
the locations of the deceased are indicated and labeled by name, there are no visual 
gestures towards the concrete evidence of violence on the website (blood, discarded 
belongings, etc). The platform does not seek to transmit a sense of trauma, or incite an 
emotional response of horror or mourning, in its depictions of atrocity. 
This is not to say that the project is entirely detached from a visual representation 
of the affective dimension of Ayotzinapa. Though the main tools of the platform do not 
include distinct images of the disappeared students or protestors, the introduction to the 
project on the website does, and so did the initial presentation of the platform at MUAC. 
On the website are two photographs of protestors, which are not captioned with 
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identifying information but can be surmised to be representatives of the Padres y Madres 
de Ayotzinapa. One image is a close-up of a woman’s face, her nose and mouth covered 
with a bandana, and the number 43 written on her forehead; her gaze is directed towards 
the area behind and above the camera, so that she appears to be looking at (or for) 
something in the distance. The other shows two men, seated, their gaze directed down, 
holding posters with the photographs of missing students in front of their bodies. This 
posture and use of the students’ images is perhaps the most readily identifiable visual 
signature of the activist activities of the Padres y Madres de Ayotzinapa; even at their 
recent appearance at the Inter-American Commission on Human Rights hearing, the 
representatives of the group spoke from tables adorned with the images of the missing 
students. At the initial presentation of the platform, representatives from the Forensic 
Architecture team adopted this same arrangement, speaking from a table exhibiting eight 
posters of missing students (“Presentación de la Plataforma del Caso Ayotzinapa. Una 
cartografía de la violencia.”). These choices indicate that Plataforma Ayotzinapa seeks to 
align itself with the goals of Ayotzinapa activists, even though the platform itself does not 
constitute a protest. Although the site approaches Ayotzinapa through a fundamentally 
academic lens, converting the narratives of the case into geographically and 
chronologically mapped data points, the platform also actively resists historicizing, and 
attempts to virtually shorten the distance between the user and the ongoing events of 
Ayotzinapa. 
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Antimonumento +43
In April 2015, seven months after the attacks and disappearances in Iguala, the 
Padres y Madres de Ayotzinapa, along with students from the Ayotzinapa school and 
other supporters, installed a sculptural structure on the Paseo de la Reforma where the 
street intersects with Bucareli. This structure, installed without official permission, was 
termed an “Anti-monument” and consists of three symbols: a plus sign, and the number 
43. The site also includes a garden, maintained periodically in events coordinated by the 
activist groups, and the curb in front of the structure bears the phrase “¡PORQUE VIVOS 
SE LOS LLEVARON, VIVOS LOS QUEREMOS!” Along with the installation of the 
Antimonumento, representatives of the Padres y Madres of Ayotzinapa and the Comisión 
+43 released a statement expressing the philosophy behind the installation. In the 
“Comunicado Antimonumento +43” they explain why it is an anti-monument, instead of 
a monument, and why they chose the site on Paseo de la Reforma:
Si un Monumento remite a un acontecimiento del pasado que es necesario 
aprehender (en latín momentum significa “recuerdo”), el proyecto +43 es la 
construcción  de un Antimonumento porque no aspira a perpetuar el recuerdo, 
sino a alterar la percepción de que un hecho es inamovible. +43 se define como 
una protesta permanente de reclamo y de justicia al Estado en el espacio público. 
+43 quiere ser una llamada de atención a los transeúntes que cruzan 
cotidianamente la zona.
Es un anti-monumento porque es una transgresión y un reclamo al Estado 
que quiere olvidar -¡Y quiere que olvidemos!- la terrible realidad de violencia 
cotidiana a la cual él mismo nos somete y que ha cobrado la vida de más de 
150,000 personas y ha desaparecido a más de 30 mil +43. Lo terrible aún, es que 
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a diario la cantidad de personas asesinadas y desaparecidas aumenta, bajo la total 
impunidad y responsabilidad del Estado mexicano.
Paseo de la Reforma es la avenida más importante para la memoria 
monumental de hechos fundamentales que han marcado la historia de México, 
empezando por la Columna de la Independencia. (“Comunicado Antimonumento 
+43”)
The Antimonumento +43 represents a rejection of memorialization; that is to say, the 
structure articulates a refusal to let the Ayotzinapa case be historicized, and insists that 
while murders and disappearances facilitated and perpetuated by the violence of the 
Mexican State continue, and while those responsible for the attacks and disappearances 
of the students remain in a state of impunity, the protest, and Ayotzinapa itself, is still 
occurring in the present. Furthermore, it is an active intervention in the city’s own visual 
construction of Mexican history. While most of the monuments along the Paseo de la 
Reforma represent a celebration of the nation’s identity, dedicated to “heroic” figures and 
the symbols of independence and revolution, the Antimonumento +43 is an accusation, 
calling into question the legitimacy of a positive representation of national history. 
Furthermore, the Antimonumento is an intervention of rural Mexico—specifically, 
the history of marginalization of the rural poor and repressions of movement advocating 
on their behalf that forms part of the political significance of “Ayotzinapa”—into the 
urban space of Mexico City. The Paseo de la Reforma does not just establish a narrative 
of Mexico’s history through its monuments; it is a spatial manifestation of the national 
mythology of progress that has recurred in numerous incarnations of the Mexican State, 
from Maximilian I’s empire, to the restoration of the Republic under Benito Juárez, to the 
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Porifiriato, to the post-Revolutionary State. The physical location of this narrative within 
the urban region of Mexico City creates an equivalence between the city itself and this 
story of “progress.” Thus, placing the Antimonumento +43 onto the Paseo de la Reforma 
interrupts this narrative, both bringing those historically excluded from State-building 
projects of national progress into this history (particularly the agrarian population who, as 
Williams notes in his discussion of Article 27 of the 1917 Constitution, were denied full 
accesses to the resources they should have been granted and thus were never fully 
integrated into the nation), and alleging the culpability of the State in the deaths and 
disappearances of the 30 thousand, + 43, Mexican citizens symbolized by the sculpture. 
In addition to the formal intervention of the Antimonumento +43, which may have 
been initially unsanctioned, but has been accepted and maintained in its location, are 
smaller, more ephemeral, but ultimately very similar examples of intervention in the 
space of Mexico City in the form of graffiti. Walking along the Paseo de la Reforma in 
December 2015, I observed and photographed many examples of Ayotzinapa-related 
street art, inscribed not only on city walls and fences, but also the monuments of the 
Paseo, both large and small. On the monument to Cuauhtémoc, for example, I observed 
phrases “43 Ayotzi,” “Julio no murió, Peña lo mató,” and “Ruben Espinoza:”52
 Because Espinoza is known in particular for his work documenting social activism, including 52
Ayotzinapa, his death occurred while investigations into the Ayotzinapa case were active, and his 
murder is similar to the disappearances in that their perpetrators have enjoyed and continue to 
receive impunity, I consider this tag to be associated with Ayotzinapa even though its connection 
is less direct. 
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Additionally, I noted two illustrations: one of a military figure, holding a gun, pursuing a 
crowd of fleeing smaller figures, paired with the phrase “FUE EL ESTADO” and painted 
above “+43”; the other another military figure, shooting directly into a disfigured face. 
This second illustration is in fact a palimpsest of graffiti—underneath it, partially 
erased,  can be seen the remains of a previous inscription, in red paint, with the numbers 53
“43” and the letters “YOTZ” still discernible.
 I have settled for “erase,” but the verb I would rather use here is “borrar.”53
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Although there is evidence that someone has attempted to remove graffiti from the 
Cuauhtémoc monument, it is also clear that someone has replaced removed words or 
images, perhaps multiple times. I also observed more graffiti on the smaller monuments 
and statues that line the Paseo de la Reforma:
While it is entirely possible that the examples I observed in person have since been 
removed, evidence persists that Ayotzinapa graffiti has remained visible on the streets of 
Mexico City; in the Street View feature of Google Maps, graffiti photographed in April 
2017 is clearly visible along the Paseo de la Reforma:
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Thus, not only does the intervention of the Antimonumento interrupt the narrative of 
national progress embodied in the monuments of the Paseo de la Reforma, the graffiti 
literally writes over the moments and figures that transmit this story. Thus, the graffiti 
could be interpreted as also engaging in conversation, or confrontation, with the ideas 
represented by individual monuments. For example, the presence of graffiti on the 
Cuauhtémoc monument, particularly the illustrations of execution and accusations 
directed towards President Enrique Peña Nieto and the Mexican State, could be read as a 
refutation of the use of this figure to represent neoindigenismo, a reminder of the 
destruction of the pre-Conquest indigenous nations of the Mexican region under Spanish 
rule, and the continued oppression of indigenous peoples in the current day. 
Both the Ayotzinapa graffiti and the installation of the Antimonumento +43 are 
essentially actions of reclaiming “the right to the city,” in reference to David Harvey’s 
concept, by, or for, those who have been marginalized by the Mexican State. If the visual 
aesthetic of the Paseo de la Reforma is a manifestation of the State’s narrative of 
“progress,” which notably excludes people such as the 43 disappeared students of 
Ayotzinapa, then the superimposition of a new aesthetic via guerrilla street art not only 
questions, but fundamentally changes, the story that the city tells, making visible the 
marginalized, murdered, and missing on a national level. 
Furthermore, though this street art is geographically specific, the means to view it 
is not confined to occupants of Mexico City. Although graffiti is a transient art which can 
be removed from the street itself, in this era of constant photographic documentation, it 
can also be inscribed in a virtual archive, and in the case of Ayotzinapa, already has. 
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While Google Street View exists in a state of being constantly refreshed with more recent 
images, Google’s current digital representation of Mexico City clearly depicts the 
intervention of Ayotzinapa in the Federal District. As Google is perhaps the most 
dominant means of navigating both the internet (through the search function) and the real 
world (through Google Maps) it is significant that it offers this particular representation 
of Mexico City to internet users at the current moment.
Conclusion
While the Antimonumento +43 differs substantially in communicative properties 
from Lecciones del 68 and the Plataforma Ayotzinapa, at the most basic level of 
operation, it is also an effort to educate those who interact with it about both the past and 
present of the case and the Mexican State’s role in perpetuating violence. However, the 
Antimonumento, more than both other projects, is also an active attempt to dismantle the 
effects of historicization. As an intervention into not only the streets of Mexico City, but 
also the construction of national identity manifest in the monuments of the Paseo de la 
Reforma, the Antimonumento +43 objects not only to the tertiary disappearance of the 
Ayotzinapa students (and the other 30 thousand missing people in Mexico) which is 
perpetuated when these cases are considered “past,” but also to the representation of 
Mexican history through an idyllic, nationalistic lens which reconfigures events and 
figures to suit political ends. The sculpture and graffiti challenge those who view them to 
view history without historicizing it; that is to say, to understand what has happened 
before with an eye to the effects of the past on the present, and to allow what happens in 
the present to impact understanding of the past. These street-level interventions pose an 
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active challenge to the purpose of “memory” in the construction of monuments—and 
thus, in effect, challenge the nature of institutions such as the Museo Memoria y 
Tolerancia—since according to the “Comunicado Antimonumento +43,” the motivation 
of the structure is not to preserve the memory of those disappeared, but to confront 
passive acceptance of the idea that mass disappearances are unavoidable.
Furthermore, while Plataforma Ayotzinapa also explicitly works to resist 
historicization and memorialization, and is designed to be as accessible to as large an 
audience as possible through the non-geographically restrictive medium of the internet, 
the platform, like the museum exhibit, is limited in its potential reach because users, like 
visitors, must actively seek it out. In contrast, the Antimonumento +43 is essentially 
unavoidable for people who utilize the Paseo de la Reforma to traverse the city. While 
those who do not occupy this geographic space daily must take action to view the 
Antimonumento, whether by visiting the intersection in person or searching for 
photographic documentation of the sculpture, the primary audience of the project is, in 
fact, the occupants of Mexico City, and the city as it stands in for the Mexican State in 
itself. The interventions on the street impose themselves into the space of the urban 
resident, just as the designs of the museum installation dismantled the space of the visitor, 
but beyond the confines of an exhibit.
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CONCLUSION
To conclude this dissertation, I would like to return to the fundamental questions 
underlying my research, articulated in more detail, and adding one final question: What 
messages do each of these works transmit to the audience? How do their respective 
structures and incorporation of visual media allow for these messages to be 
communicated? Why did the authors and creators of these projects select these particular 
forms for these narratives?
The fundamental message driving Nellie Campobello’s Cartucho is a rejection of 
the vilification of the Villista movement and furthermore, a nuanced representation of the 
individuals erased by the “leyenda negra.” The text emphasizes above all that the 
individuals portrayed belonged to the community of the “North.” It does not engage in 
debate over whether the Villistas as a whole should be seen as villainous or heroic 
(though it does depict the attitudes of those who praised members of the Villa forces), but 
rather locates them within humanizing narratives, stressing a sense of kinship. The choice 
to structure the book as a textual photo album reinforces the idea that the individuals 
whose stories are told in the relatos/retratos are part of the extended family of the Hidalgo 
de Parral region. Cartucho also shows an awareness of the ways photographic images 
were used during and after the Revolution by the factions that triumphed to establish 
certain narratives about regional movements as officially “true” and consolidate political 
power. Cartucho also responds to the commercial usage of the photographic images of 
the Revolution, particularly the postcards produced for mass consumption depicting the 
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execution of the Villistas. The stories that depict executions (and thus the production of 
these photographs) reject the representation of the dead Villistas as “bandidos;” with the 
inclusion of these stories as well as reference to these photographs, as in “Las tarjetas de 
Martín López,” Cartucho works to appropriate these images and replace their originally 
intended narrative with a subjective, humanizing narrative. Through the repeated practice 
of appropriation and re-narration of photographic images within the relatos, duplicated 
with Cartucho’s structure as a textual photo album, Campobello is able to question and 
resist the narratives generated by commercial production of images of the war as well as 
the official political narrative of the Revolution. Notably, the work was first published 
shortly after the post-revolutionary State began to coalesce into political hegemony. 
While the dominant narrative of Elena Poniatowska’s La noche de Tlatelolco is 
difficult to articulate, since it emerges from the combination of the fragments of text 
together (one might say that it “remain[s] arrested in the approximate,” (Benjamin 527), 
like the uncaptioned photographs Walter Benjamin describes), it is quite possible to 
identify the primary elements of this narrative. As I argued in my second chapter, the 
narrative operates on an intellectual and an affective level, one primarily transmitted in 
the first half of the book and the other in the second. However, even in the debate central 
to the first section of the book on how the student movement should be viewed, emotion 
figures strongly in what is communicated to the reader. The text does not necessarily cast 
the student movement as “correct.” However, the way in which the discussion of the 
youth is structured through ordering of the testimonio fragments does advocate for a 
compassionate understanding of the movement, and pushes back against the perspective 
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that the CNH were entitled, naive, or violent rioters, and the representation of their 
generation as immoral or ignorant. The young people are also strongly associated with 
admiration for their optimism and passion, as well as grief for the violence and death they 
encountered. The narrative of the second half of the book works to create and transmit an 
experience of the October 2 massacre to the reader, which is marked by chaos, pain, 
horror, and shock. It communicates a sense of trauma, felt not just by those who survived 
the massacre, but also by those who were not present, and learned of it afterwards. It is 
important to note that Poniatowska herself falls into the second category, and thus, what 
is transmitted in the work is ultimately the result of her own intellectual and emotional 
processing of the event, even though the work is constructed primarily from the words of 
other people. 
Like Cartucho, La noche de Tlatelolco is in itself a resistance of an official 
political narrative, and the element of collision permitted by the montage structure of the 
text is what allows the work to incorporate elements of the official narrative in the same 
manner as the testimonios and other types of text while actively contradicting that version 
of events. The incorporation of the photographs also supports the sense of truth attributed 
to the dominant narrative, as they are presented simply as documentary evidence 
corroborating specific assertions from the testimonios. The inclusion of the photographs 
also works to suggest an idea of making visible a history that has been censored, a 
purpose also driving the main text of the work. Furthermore, since the captions do not 
include information about the origin of the photographs, photographers are textually 
erased, and the book can then make use of the idea that photographic images carry within 
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them an essential truth independent of the motivations and perspectives inherent in their 
creation. The presentation of the photographs seems to invite the reader to see the events 
for themselves, just like the testimonial framing of the text suggests to the reader that 
they are receiving the words of the participants, survivors, and witnesses directly, without 
mediation. Since the form of intellectual montage requires the audience to observe 
connections that are not explicitly stated, the structure of the book hides the author’s role 
in producing the narrative it transmits, and thus the narrative is also able to draw upon the 
notion of an essential, insuppressible truth. Beth Jörgensen has characterized 
Poniatowska’s role in the production of the text as more of a chronicler, comparing La 
noche de Tlatelolco to Visión de los Vencidos to argue that as editor, Poniatowska’s 
function was to act as an “interlocutor” of polyphonic and even contradictory 
perspectives and information (Jörgensen 95). However, reading the text with recourse to 
film, and in particular the montage structure, allows us to see that the ordering of these 
fragmentary voices produces a specific narrative, and that Poniatowska’s role could be 
compared in effect to that of a cinematographic editor. 
The exhibit Lecciones del 68 had, as the name suggests, a primarily educative 
function. The history it presented of 1968 was designed to involve the museum visitor 
actively, requiring engaged effort to access and view the images and artifacts displayed in 
the installation. As the text of the exhibit was drawn primarily from Sergio Aguayo’s De 
Tlatelolco a Ayotzinapa: Las violencias del Estado, the historical narrative of the 
installation was in large part focused on the State’s role in the Tlatelolco massacre. 
However, just as important was the visual design of the exhibit, which incorporated the 
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museum visitor into the narrative of Tlatelolco in a performance of various roles: first, a 
voyeur/spectator of the student movement, peering in through the “windows” of the 
display cases; next, a participant walking alongside the activists; then, an implicitly 
complicit observer of the massacre, seated in the geographic space occupied by the 
sharpshooters; finally, while walking literally over debris of the massacre and observing 
beaten, detained, and dead bodies, the visitor might be performing the role of a survivor, 
or a soldier, or a reporter. The installation was thus designed to cause discomfort by 
erasing the division between the museographic object of study and the museum visitor; 
they were not allowed to view the exhibit as a detached learner, but were made to 
experience the history, in positions that would cause them to identify not just with the 
victims of the violence, but also the perpetrators. 
The goal of representing Tlatelolco in this exhibit was clearly to educate an 
audience that might not be familiar with the history of 1968. On the other hand, the 
representation of Ayotzinapa was more focused on creating a memorial to the disappeared 
students, including very few details about the Ayotzinapa case as a whole. One of the 
main themes running throughout the various artworks focused on Ayotzinapa was a visual 
representation of absence, a fact suggesting that the more detailed historical and visual 
representation of Tlatelolco was meant to stand in for the various absences at the core of 
the Ayotzinapa case. However, the act of tying the memorial of an ongoing case to a 
historicization of a past event resulted in an ambiguous message, leaving it ultimately 
unclear whether the visitor was meant to understand 1968 as a foundational history 
contributing to the present day, or Ayotzinapa as an extension of the history of Tlatelolco. 
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The fundamental messages conveyed by Plataforma Ayotzinapa are commentaries 
upon the state of what is known, unknown, and falsely claimed about the Ayotzinapa 
case. The platform itself makes it possible to see the vast quantity of information 
available about Ayotzinapa, but simultaneously reminds the user that certain key 
questions—where the missing students are, who really committed the abductions, why 
the attacks truly took place—remain unanswered, and that the explanations that have 
been offered for these questions are untrustworthy. The visualizations designed for the 
launch exhibition in the MUAC also emphasize this paradox; an overwhelming amount 
of data and number of narratives regarding Ayotzinapa exist, but they have not brought 
back the 43 missing students nor have they led to the perpetrators of the violence being 
held responsible. These visualizations also provide a clear critique of the State’s role, 
making it easy to observe the depth of deception in the “verdad histórica” and 
emphasizing State complicity in both the initial disappearance of the students and 
secondary disappearance of the truth. 
The digital mapping tools of Plataforma Ayotzinapa allow a user to visualize 
information from many different narratives and sources simultaneously, offering 
communicative possibilities that the texts from which this data was extracted (the GIEI 
reports, Gibler’s book, and more) cannot achieve. While information extracted from the 
testimonies of survivors must lose aspects of emotional and experiential narration when 
translated to the platform, Plataforma Ayotzinapa does strive to maintain connections to 
the perspectives of individuals through its tagging and filtering tools. The main purpose 
of using this virtual medium is to make information about Ayotzinapa as broadly 
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accessible as possible; furthermore, this information is not a symbolic or abstracted 
representation of the disappeared, but instead is extraordinarily complex, detailed, and 
precise. Plataforma Ayotzinapa maps the case in the specific geographic space and 
timeline of the events, effectively reducing the distance between the user and the case, 
grounding the imaginary of Ayotzinapa in a tangible, albeit virtual, visualization. 
The Antimonumento +43, though technically the most minimal of all the works I 
consider in this dissertation, communicates a number of distinct messages. The most 
obvious is the constant visual reminder to the people traversing the Paseo de la Reforma 
that 43 people, in addition to thousands more, have been forcibly disappeared and their 
whereabouts remain unknown. It is also an assertion of the ongoing activism of the 
Padres y Madres de Ayotzinapa and other groups, and through the phrase “¡PORQUE 
VIVOS SE LOS LLEVARON, VIVOS LOS QUEREMOS!” the work suggests that it 
should not be inevitable that people are forcibly disappeared, and given up for dead. As 
the “Comunicado Antimonumento +43” explains, the structure is a rejection of 
memorialization and historicization, and is instead a permanent protest demanding that 
this situation change. Through its location on the Paseo de la Reforma, the 
Antimonumento also intervenes in the narrative of national history represented in the 
official monuments of the street. The sculpture, like the Ayotzinapa-related graffiti, 
interrupts the chronicle of “progress” represented by the Reforma; it questions the 
legitimacy of the State’s narrative with a reminder of the State’s role in atrocity, and 
rewrites the urban spaces of the capital with reminders of the marginalization and 
oppression of rural and impoverished communities of Mexico. 
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The intervention of the Antimonumento +43 in the hegemonic narrative of 
Mexico’s history bears similarity to the responses Campobello and Poniatowska’s books 
articulate to the State narratives of their respective moments. However, in the 
“Comunicado Antimonumento +43” those behind the sculpture’s installation question 
whether viewing events through a historicizing and memorializing lens, as these two 
books and Lecciones del 68 do, can have any political effect in the present. It is true that 
both Campobello and Poniatowska’s works were produced at more distance from the 
events they represent, and neither constituted part of an ongoing protest; and, while part 
of the museum exhibit was focused on the Ayotzinapa case, the majority portion was 
focused on educating the visitor about Tlatelolco, and thus, a certain level of 
historicization and memorializing must be inevitable. Nevertheless, the question of the 
function of memorialization is perhaps the most critical problem that emerged in the 
process of writing this dissertation. What is the role of texts like Cartucho and La noche 
de Tlatelolco once they become canonized? Do museums like the Museo Memoria y 
Tolerancia fulfill a political purpose?
These questions also tie back to the communicative possibilities of different 
media. In this dissertation, I did not engage in depth with the problem of whether viewing 
images of atrocity can provoke a political or social sensibility, a subject notably explored 
by Susan Sontag and Ariella Azoulay, but it is an issue of great relevance to the works I 
analyzed. In a future development of this project, this is a question that must be 
considered. 
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Another issue to develop further would be the possibilities and limitations of new 
technologies, particularly the Internet. A work I considered including in this dissertation 
was 72 Migrantes, a project coordinated by Alma Guillermoprieto, involving the 
participation of a number of Mexican writers commemorating the victims of the 2010 
San Fernando massacre. This project was initially a digital one, hosted at 
72migrantes.com; however, the website is no longer active, and the project is now 
preserved only as a book (with limited availability), and in excerpted form in online 
archives. The example of 72 Migrantes suggests problems inherent to online publishing, 
which have relevance as well to the Lecciones del 68 exhibit and the digital edition of De 
Tlatelolco a Ayotzinapa. The Internet is not a stable archive; websites and web-hosted 
media require maintenance and ongoing commitment of financial resources to maintain, 
and when websites are periodically updated or redesigned, information is frequently 
revised or removed entirely.
The instability of the Internet as a communicative medium suggests, then, that 
perhaps books or permanent artistic installations are the best means of ensuring a project 
may be preserved, and access maintained; this, however, returns to the question of 
whether preservation of these works will eventually constitute canonization, 
institutionalization, or memorialization. It will be necessary to consider, as well, the role 
of technology in making possible a constantly updated, constantly accessible work. A 
relevant work I considered discussing in this dissertation is No estamos todas, a 
collaborative project disseminated through the social media outlets of Facebook and 
Instagram, established with the purpose of creating unique visual representations of 
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victims of feminicide and transfemicides in Mexico. Such projects may also be 
impermanent, but it is possible that an ongoing Internet-based project may have strong 
possibilities for immediate social or political engagement. Research of projects like No 
estamos todas could facilitate theoretical analysis of the distinct communicative 
possibilities of different social networks and digital tools, and help develop a critical 
understanding of the media and technologies of the 21st century.  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